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FOREWORD 


Most of these papers arc lectures read out 
by me to students at vanous mtervals at 
the Oamania Umvermty, Hyderabad, the 
Visvabharab the Lucknow Exhibition, 1936 
(Fine Arts Pavibon), and at other places 
Three of them are condensed and recast from 
talks given at the London BBC and at the 
Calcutta station of the All India Radio 

My heart felt thanks are due to Mr Syama- 
prasad Mookerjec, Vice-Chancellor, Calcutta 
Umversity, for the consideration and cn 
couragement I have always received at bis 
hands as well as to Mr Jogcschandra 
Chakravorti, our Registrar, for the extreme 
kmdness and courtesy he has always shown 
me I wish also to record my appreciation 
of the help kmdly rendered by the staff of 
the Umversity Press, particularly by Mr 
Kahpada Das the Sup>enntendent who took 
the trouble of going througb the final proofs, 
and by my friend, Mr Bhupendralal Banerjee, 
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the University Printer, whose unfailing 
patience I am afraid I much tried during 
the accelerated printing of this book. 

I am also grateful to Madame Mathilde 
Andr^e Rahim, Mr. Apurvakumar Chanda 
and Mrs. Grace Clarke, the painter, for 
allowing me to reproduce here pictures by 
Jamini Roy, which are in their possession 
Jamini Roy himself gave me much of his 
valuable time m looking through the proofs 
and controllmg the colours All the blocks 
have been printed by the Indian Photo 
Engraving Coy., Calcutta. The half-tone 
blocks of the Mother and Child and the 
coloured one of A Woman s Face were 
also executed there The block of Rama, 
Lal^shman and Sita is the property of the 
Prabartak Publishing Coy., and was kindly 
lent me by them The cloth on the book is 
of Bengal, hand- woven and hand-spun here. 
1 wish to pay a tribute to Mr. J K Biswas, 
whose firm is responsible for the binding, for 
his forbearance towards me as well as for 
having helped me to introduce an innovation 
in University publications, which I hope the 
authorities will see their way to adopt. 
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I take tlua opportunity of particularly 
tkankmg my fncnds Apurvakumar Chanda 
and Tulsichandra Goswami for having 
suggested several improvements m the text 
all of which 1 gladly accepted They spent 
many fabgumg hours whilst I read out 
long passages to them from this book, and 
their mterest m it and anxiety on my account 
arc yet another proof, if proof were needed, 
of that deep and 1 hope lasting, fnendship 
which links me with them 

I must also mention my uncle, Sir Hassan 
Suhrawardy, a former Vice-Chancellor, whose 
helpful sohatude m whatever work 1 under- 
take has been a source of strength to me 
although 1 have always felt that his faith m me 
is based more on affection than on my ments 
In conclusion 1 must express here 
my unabnhng sense of grabtude to the 
gentlest of friends and teachers Mana 
Nikolaevna Germanova the well known tragic 
actress and Aleksandr Peticfvich Kahtinsky, 
formerly Professor at the Imperial Archseo- 
logical Insbtute of Moscow and sometime 
Director of the Insbtut Kondakovianum at 
Prague from whom I learnt many of the 
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values which obtain not only in art but also 
in life 

1 am happy that even a work of such 
slight content, as this small book is, should 
necessitate acknowledgments to so many 
good and gifted men and women 


Senate House, 
Calcutta University. 
1938 
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ON THE STUDY OF INDIAN ART* 

I am grateful to you for the honour you 
have done me m electmg me to preside over 
the Fine Arts Section of this Conference I 
take it as a compliment not to me personally 
but to my University which is the only edu 
cabonal institution m India to have realised that 
the fine arts are a suffiaenlly important sub- 
ject to be included m the cumculum of its post 
graduate studies By establishing a chair and 
umting together a number of scholars the late 
Sir Asutosh Mookeqee, with charactensUc 
vision, gave concrete form to the growing 
desire for a deeper understanding of this aspect 
of anaent Indian culture Thereby the dignity 
of a disaplme has been confared on this sub- 
ject which, till lately, used to be the special 
sphere of sentimental exaltation of the dilct 
tante and effete appreciation of the aesthete 
To-day I Wish to draw your attention to 
some problems that 1 consider of paramoimt 

the dglitli •omIco of tte AH Oriental 
C«iferTcoco at Mjraora In December 1935 
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importance for the study of the history of 
Indian fine arts and I intend to appraise for 
you the methods that have been employed 
till now in the field of its investigation I 
assure you that my criticism is inspired by a 
genuine desire to clarify as best 1 can the con- 
fusion prevailing on the subject, and not by 
hostihty or prejudice towards the pioneers of 
our studies whose attempts I would be the last 
to undervalue. In this address I shall try to 
suggest a diflferent approach and, because of 
this, I shall be compelled to diverge from the 
views of many for whom I have admiration 
and feelmgs of gratitude. 

For so long had it been the custom to be 
little the achievements of Indian culture and 
characterise them as expressions of crudity and 
the grotesque, that it is quite intelligible if, at the 
beginmngj the reaction was of an unscientific 
and uncritical nature. Thus, when ever5^ing 
was considered unworthy and as belonging to 
a low rung of cultural existence, the wnters, 
who might be called the discoverers of our 
art, went to the other extreme of finding each 
art object m India to be supremely valuable 
and significant. This reactive hostility towards 
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superfiaal companaons with European c l as m ca l 
and modem art led them to appreciate art 
objects not for their intrinsic worth but as 
elements m the fight for nabonal culture It 
IS not the first time that this has occurred 
m the history of the world this uncritical 
over pTEuse of mediocre expressions of culture 
i5 an oft recurring phenomenon The pity 
ts that so much emotion and fine wntmg has 
been wasted m refuting the untenable and 
prejudiced arguments of our opponents 

A Lttle more knowledge on our part for 
instance of the beginnings of Early Qmstjan 
art not to speak of the existnig folk art of 
eastern and northern Europe would have 
been suffiacnt to oppose a propaganda spread 
by supercilious and unlramed foreigners The 
truth IS that those cntics who denied the 
vahdity of Indian art were other ignorant 
or else were devoid of that deep cultural 
adaptability essential to the visual apprehension 
of xmusual forms The more senous among 
them found the manifestations of our art 
strange The average European normally 
reacts thus to any art with a history or mspira 
tion different to his own We would probably 
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have done the same if of late our taste had 
not been enslaved by alien ideals. A feeling 
of ‘strangeness’ in the presence of an art 
ob3ect IS no stigma attached to that object but 
a confession of the incapacity of the observer 
to adjust his sensibility to it. Need we in 
our turn have taken the absurd position of 
maintaining that everything created in India 
was beyond criticism, of tearing out from our 
hearts all joy m foreign art, even while it 
evoked the deepest aesthetic reaction, denying 
artistic excellence, for example, to classical 
Greece and Italy and France durmg and after 
the middle ages } Was it right to regard 
Indian art as an msular, narrow, specific, 
harboured but all-justifiable instance of a 
particular mode of artistic existence ? Why 
should It have been necessary to msist upon 
a special initiation mto the mysteries of an 
esoteric culture as an essential equipment 
for the understanding of Indian art ^ In 
refusing a generality of appeal to western 
art they have robbed our own art, which is 
one of the most marvellous expressions of the 
human spirit, of that element which alone 
justifies the existence of art. However, we 
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must admit that embittered thougb tbey were 
with a sense of mfenonty these writers have 
served a useful purpose m gaming pubbcity 
for our art and m clearing the groimd which, 
for want of a national cultural entenon had 
lain encumbered with overgrowths for 
centunea 

The second method of studying our subject 
(infused the issues if possible still more 
This was the aesthetic method and it has 
not yet disappeared, if we axe to judge horn 
the great volume of wntmg on fine arts to-day 
In fact for the last thirty years almost 
every historian of our art has been guilty of 
exhausting the F-ng liwh vocabulary of adjectives 
denoting beauty 'and excellence to apply to it 
There are few books or articles where after 
the metric description has been given of an 
art object it is not at once characterised as 
exquisite graceful fine beautiful How is it 
possible that in what is a comparatively ample 
corpus to-day, m spite of the absence of exca 
vahons on a comprehensive scale the ravages 
of time and the vandalism of man^ all examples 
can be described as perfect or even exceflent? 
The followers of this school pretend to guard 
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With zeal the isolation of their subject from 
cognate and allied disciplines. The word 
archaeology is anathema to them They prefer 
to cormect art with literature, rehgion, medita- 
tion, with lyrical outpourings on legends and 
mythology You will find a large number of 
books which, filled with emotional effusion of 
the most uncritical kind, contam the narration 
in extenso of the subject-matter of works of art 
that are identified with stones from the jatakas, 
the Krishna legends and historical episodes. 
It would seem that to these writers the sole 
purpose of art was illustration. I do not 
deny that the illustrative quality, besides being 
an indication of the adequacy of technique 
to a theme, is perhaps also an element in 
our intellectual acceptance of a work of art. 
It helps us to understand in what particular 
way a certain obj'ect has been refracted in 
the mind of the artist and exteriorised to our 
visuality ; but you will agree with me that, 
however mterestmg this might be on other 
counts, the illustrative quality plays but a 
meagre part m our final judgment of art objects. 
Indeed, it is the least important factor at 
the moment when we contemplate a work 
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of art in terms of its composition the rightful 
apprehension of which constitutes the only 
basis of art criticism With the lapse of 
time the illustrative quahty is the first to 
evaporate from our memory whilst we 
still retain some recollections of linear mler 
relations structure modelling plan colours 
disposition of masses in space — m short 
of the arrangement and of the resultant 
radiance which reflect the union of the artist s 
bram and his emotional sensibility with his 
material 

Now let us exnmme the atbtude of this 
school to\vards archaeology I admit that 
an approach which conswts m regarding art 
objects as mere ubJitanan elements m 
material culture cannot commend itself to 
art historians I yield to no one m upholding 
the autonomy and mtegnty of our subject 
But to me the wholesale condemnation of 
archaeology m our present state of knowledge 
of Indian art appears to be childish 
capncious and fanatical From the pomt 
of view of method the importance of 
archaeology for our subject must be nghtly 
appraised always of course, bearing m mind 
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the clear line which demcircates the aims 
of these two disciplines I too would have 
liked to dispense with archaeology, if it were 
possible But can we afford to indulge in 
this luxury when the greater portion of 
our art still awaits excavation ^ This 
dependence on archaeology is not only our 
lot but that of the students of all the classical 
arts except the Hellenic There the entire 
corpus, or much the largest portion of it, has 
been unearthed, all the literary documents 
sifted, the chronology elucidated, the reigning 
ideas discovered, the historical episodes 
brought to light, and thus it is possible to 
review the whole range of the artistic achieve- 
ment of the Hellenic peoples and trace not 
only the influences and counter-influences 
but the rise, the growth, the culmination and 
the dissipation of forms and technique Only 
in that unique instance can we ignore archaeo- 
logy, and that for the sole reason that it has 
already contributed its full to art history. In 
our case you will admit the objection is un- 
reasonable. In fact, those who are most 
vociferous in decrying this inevitable alliance 
rely in their own works on literary allusions. 
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outoms hi0tory,etc*i v^ch more nghtly belong 
to tbc sphere of archaeological investigation 
I for one if it came to that ^vould prefer that 
otir books be loaded with umlluminated 
archaeological material rather than with sub- 
jective exclamabona serving as confessions of 
the wnter s personal aesthetic reactions This 
IS an mterestmg enough theme in the auto- 
biographies of art historians who have 
risen to emmence as great htnnan beings 
otherwise they are devoid of any value Art 
history does not consist m recording the 
aesthetic sensibility of oil and sundry who 
choose to write on art There is so much of 
loose thinking and wntmg on this subject that 
1 have deemed it a duty to expatiate on it at 
some length 

The third school is that of tbc idealists * 
Their method emphasises the idealism chiefly 
religious, imderlymg Indian art It is an 
attempt, m the last analysis to divert our 
attention from the quahty of umqueness mher 
ent in every art object towirds generalisations 
dealing with the psychological equipment of 
the creative artist Their mtcrpretation thus is 
m terms of the content rather than of the form 
2 
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You will have recognised that this approach is 
the most popular with the majority of our 
serious art historians. I hope you realise 
the grave dangers of such an attitude. It 
presupposes, in spite of the growing evidence 
we have from day to day of the stupendous 
material achievements of ancient Indian culture, 
religious idealism to have been the unique 
interest of the Indian spirit. It proceeds further 
and holds, as logically it must, that all the 
phases of our life are explicable only with 
reference to a special kind of spiritual outlook, 
which is our sole monopoly To explain away 
what to alien eyes appear extravagances of 
our art, it contrasts the spirituality of our 
culture with the so-called materialism of the 
West. All the disturbing discrepancies of our 
history it attributes to the irrelevancy of 
foreign contacts, not taking into account the 
need for other than spiritual activity that 
magnificent military empires and luxurious 
courts must have had, where the patrons of art 
often regarded religion either as a social con- 
venience or as a factor in national cohesion. 
They would have us believe that the ordinary 
man in Ancient India lived his everyday life 
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in pnmilive simpliaty and goodness Artists 
to them were not only god gifted but god 
drunk Surely, an artist cannot be judged by 
his passionate love of god, or even by his 
elevated theme, but only by his realisation of 
that theme m form He must have the vision, 
the technical prowess and kno^vledge of the 
nature of his material as well os of the 
limitations of the human creative capacity 
He may be the devotee of a particular creed 
but he must be something more He is not 
worthy of his appellation if for the purpose of 
his creation, he is solely dependent on icono- 
graphical tradition Cven when the artist 
folIo^v8 tradition he exerases his choice among 
different sets of tradition He must be sensi 
tive to the changes of taste that take place even 
m countries where conventions are supposed 
to be immutable His search, whatever be 
his theme, must always be the same Viz 
after vitality, glamour and expressiveness 
The question is whether at the miraculous 
moment of creation, he is the idealised man 
who has gamed a vision of truth by medito 
bon, prayer and atonement or is he also alive 
to commercial advantages, the vision being 
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revealed to him m the process of the work 
through the urge of his temperament ^ We 
talk too much of the sacredness of our con- 
ventions and traditions, yet Indian art has the 
supreme merit, in spite of the apparent lack of 
variety of its themes, of having successfully 
avoided in its best products the academism 
mto which other hieretic arts, for example 
the Babylonian and some phases of the 
Egyptian and the Byzantine, so easily fall. In 
fact, for a longer period than any other people 
of the classical East, we have, through chang- 
ing ages and dynasties, maintained a higher 
standard of originality, vividness and efficiency 
until, late in our history, we lapsed into 
formalism and the baroque. 

Another claim which the ‘ idealists ’ make 
for Indian art is its collective aspect which 
they contrast with the anarchy of in- 
dividual expression m the West. I take 
this to mean that whilst the Indian artist 
was a faithful mirror to the ideals of the 
collective to which he belonged, the European 
created forms in response to an impulse which 
was all his own Thus it would result that, 
whilst the Indian was secure against criticism 
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and auic of rccaving a certain measure of 
standardised appreciation the European ^vn3 
exposed to adventitious subjective reactions 
la this view really tenable in the hghl of our 
knowledge ? Does it not tend to reduce the 
Indian creative gemus to something mecham 
cal, meek and submissive J Does not the 
pathos of Indian art controvert this supposi 
bon ? The anonymity of our arhsts, so 
often ated to support this theory, docs not 
signify their abdicabon from the vamty of 
personal aeabon Can it not allude to an 
extraordinary objectivity m art appreciation 
which anaent Indian soaety bad achieved, 
an objectivity which consisted in completely 
divorcing the product of art from the personal- 
ity of Its producer ? Moreover, anonymity 
has been to a large extent a charactensbc of 
all aspects of our cultural hfe The pmcUcc 
IS common enough m other avihzabons of a 
teleological type, whether AsiaUc or European 
We cannot too strongly refute tliis supposiUon 
whidi denies freedom to the Indian artists 
and seeks to portray him ns an automaton in 
out culture In reahty he is neither bound 
hand and foot by iconographical tmdibons 
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nor is he that rare phenomenon, a pure artist 
without admixture of artisanship, independent 
of the hazards of creation. We must for the 
sake of the dignity of the Indian artist reinvest 
him with the characteristics of human weak- 
ness. Neither can we scientifically accept 
the view of this school, which would reduce 
the manifestations of Indian religious art to 
mere objects of cult. The very plasticity 
inherent in them must be recognised as evi- 
dence of their discreteness and autonomy. 
The rhythm that beats through them is the 
rhythm of the individual creative temperament 
and not of a collective entity. The forms of 
Indian art, in common with those of all other 
arts, are the lesult of personal divinations, mven- 
tiveness and unforeseen revelations, and not the 
translation of yogic attitudes and of a specific 
religious symbolism. As m all other lands, 
the symbols and attributes are merely decora- 
tive marginal notes on the main coherent linear 
statement presented to our judgment. 

In criticising the tendencies with which 1 
have been dealing, I hope I have mdicated to 
some extent the method I would like to see 
adopted for the study of the history of our 
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fine arts If I have behttled the methods 
that have prevailed till now, it is because 
each of them has claimed, consciously or 
unconsciously, to be the only one for the 
mterpretation of our art I have attacked the 
irrelevancy of the first, the fnvohty of the 
second and the inadequacy of the third school 
In advocating a more comprehensive approach 
I would not eschew some of the elements 
from these methcxls, if the first two might be 
dignified by that name i would like to 
mclude m it the aithiisiasm of the nationalists, 
for without fervour all subjects of study are 
lifeless , within well-defined hmita I would 
accept the subjectivism of the aesthetes for 
the sincere apprehension of beauty is an mcen 
bve m our pursuit But these are merely 
pragmatic concessions I have greater respect 
for the vmlers of the third school for they at 
least have knowledge.. They attempt to dive 
mto the secrets of the creative process m the 
mind of the artist, though to me they remam 
hopelessly unaware of the unrcpeatability of 
his exacting personality They wrongly 
identify the mspirabon with the inspired I 
regard art also as a related phenomenon, only 
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one aspect of our cultural life. But I maintain 
that It has an identity and integrity of its own. 
Our attempt should be to investigate its 
distinct being, standing out independently 
from other sociological phenomena and yet at 
the same time situated amongst them. The 
main pre-occupation of the history of art should 
be the study of the development of form and 
the evolution of technique which has made 
that form realisable. Both these depend on 
the growth of our material civilization and our 
political history. iWe have to follow up, 
through the ages, the ever-increasing power of 
man over his material but we must bear in 


mind that the development of art rarely coin- 
cides with the chronology of history. Styles, 
designs, patterns, tricks of composition, use of 
colours achieve perfection, as other cultural 
phenomena also do, by sometimes reverting 


to origin. To trace thus the life of an 

art objec. . different stages which have 

contribute tt final shape, it is necessary to 
have a wi e Ij^nowledge of the vagaries of 
form in ot ultures. Moreover, it is a rare 


thing for ^ st, in a moment of inspiration, 
to brmg to i e a ^ entirely original form. Like 
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most thmgs it is influenced alher by tradiUoni 
which has mteffraled it as the only adequate 
expression of a spcafic sensibility, or else by 
contact with the products of foreign cultures 
Most art objects m India are composite of 
these indigenous or foreign influences A 
work of art of our middle ages often is an 
epitome of age-long conflicts and harmonies 
among combating racial propensities as well as 
betiveen indigenous and imported taste The 
method I recommend may be called soaologi 
cal It IS not ne^v, only recent It Has the 
sanction of the most important treatises on the 
history of art to-day It has the advantage of 
removing distmctions between the history of 
art in different lands by generalising the prra 
aples which condition the life of art every 
where It studies the current taste, the poh 
tical orcumslances, the social background, the 
philosophical trend of thought of a penod m 
order to eluadate those factors which con 
fine an amst s mmd but which can never 
dominate or suppress his creative urge 
Among these limiUng factors this method 
gives a place of importance to race and foreign 
cultural contacts It is now an admitted fact 

3 
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that in spite of migrations, changes in modes 
of living and political fortunes, racial taste 
and skill always persist They are only 
repressed for a while Blood seems to have 
a deeper memory than the human mind and 
sometimes even symbols of long-forgotten 
beliefs make an unexpected appearance. In- 
fluences of foreign cultures, whether accepted 
voluntarily or because of political exigencies, 
also survive. Acquired methods of over- 
powenng the resistance of material are rarely 
permitted to lapse when they spell economy, 
rapidity and ease Sometimes the same alien 
influence may dominate, as Hellenism did in 
Gandhara, or become transfigured in a national 
synthesis as under the T‘ang in China, but in 
both cases, conquering or vanquished, it consti- 
tutes a part of succeeding history Not only is 
Its actual contribution to form or techmque 
unquestionable but we must take account of it 
even when we characterise it as non-valid, 
because it is in the struggle against it that 
new forms come into being Nothing is 
taken away from the prestige of any art to 
acknowledge its debt to foreign influences. 
Some cultural milieus are so vital that they 
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absorb and transform them or force item to 
then needs Classical India, China and 
Byzantium to name only three cultural 
groups succeeded m assimilating the outer 
influences to the exigencies of then aesthetic 
demand This method also mamtains that 
form m art IS not indissolubly connected with 
Its content but with its technique We recog 
nise the validity of this m our own time 
because of the abstraction m visualismg matter 
which IS employed by the cubists and their 
extreme groups the supremabsts and the 
dadaista. It is the study of techmque the 
valiant conquest of the human race over dead 
material which is most lacking m the history 
of Indian art It is not religious 8ub}ects, nor 
the wealth of our artistic imaginativeness 
which distinguishes our art from that of others 
but Its unequalled virtuosity in technique 
Whether m sculpture or in the mdustnal arts 
no matenal stone or metal or wood has been 
able to resist subservience to our most extra 
vagant phantasy We have combmed differ 
ent metals we have muted stone with metal 
and stone with stone as no other people m 
the world has been able to do and we bave 
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possessed a technical mastery which has 
made us envisage untcrrihcd any subject, 
however incompatible it be with our empirical 
existence. 

I advocate this method with a purpose. 
Before concluding I shall touch very briefly on 
an application of it which 1 commend to your 
attention. You must have heard that in recent 
times some western scholars have been deeply 
engaged in discovermg the influence of 
nomads, chiefly Iranians, on the art of their 
countries. Forty-flve years ago Kondakov 
established the import of Iranian elements into 
Byzantine art Russian scholars, who were 
his followers, accepted Iranism because they 
found that the Hellenistic theory could not 
explain away the difficult problems besetting 
the origin and forms of Scythian art. Since 
the chance find of the Oxus Treasure and the 
Sassanian silver platters, researches m Celtic 
art and the art of the Great Migration, 
excavations in Mesopotamia, Asia Minor and 
Crete, the discovery of the art of Central Asia 
and Luristan, investigations m early Chinese 
art and in Japanese art of the Nara period, 
smee the Turki and Mongolian finds, we 
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have come mto possession of a new clue which 
we hope will ultimately ehiadate the mter- 
change of art forma m Asia and Europe The 
Persian Exhibition of London m 1 93 1 brought 
to a focus researches in this direction The 
djmastic art of Iran and Asiatic miniature 
pamtmg, to mention only tvro subjects, have 
recently been studied from this pomt of view 
The greatest attention is being paid to the 
chalcolithic period and to the Iranian migra 
bon m proto history There are bnUiant 
scholars and art historians who have taken up 
this work Among them I might mention 
Rostovtseff m America, Strzygowski m 
Austria Tallgren m Finland Minns and 
Dalton m England Takacsz and Fetbch in 
Hungary Andersen u\ Sweden Millet m 
France Sarre and Herzfcld m Gennany and 
Katakami in Japan In Prague scholars 
belonging to the Russian emigration have 
founded the InstUut Kondakovianum nRm«><j[ 
after the great byzantologist which under the 
direction of Kalitmaky has been publishing a 
marvellous penodical speaally devoted to the 
study of the nomads and the distnbution by 
them of specific art motifs and compositional 
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arrangements. This is a fascinating subject 
and should surely be studied with reference to 
our own art. I may mention here that when, 
during the International Congress of the 
History of Art at Stockholm in 1933, I had 
sketched the possibilities of this study, it was 
received with a great deal of interest by the 
Iranists assembled there. It is true that 
because of India’s geographical position she 
could not serve as a great centre for the 
interchange of art forms, such as the steppe 
zone from Korea to the Carpathians did. 
Racial infiltration in our country, after the 
Aryan migration, was also rarely of a mass 
character. The foreign nomadic dynasties 
that came to India had already had a period 
of settled existence and retained a dim 
memory of their previous mode of living. 
Moreover, they adopted India as their home 
and from the outset had to contend against a 
vital indigenous culture But still we cannot 
Ignore the fact that, during long centuries, 
we were ruled by the Kushan branch of the 
Iranian nomadic tribe of the Yue-chis, and it 
was under them that many beginnings were 
made m Indian art. We cannot but be 
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struck in Kuslian sciJptnre by an uncanny 
observation a marvellous sense of modelling, 
a poise and an accretion of traits and symbols 
hearkening back to a non Indian past The 
domination of Western India by the Sakas 
and later of Central India by the White Huns 
also Iranian nomads^ have left vestiges m our 
art forma which it would be well worth our 
while to trace Most examples of our classical 
art are reflections of court culture so it is to the 
industrial arts especially to folk art that we 
have to turn to disengage the Iranian elezDent 
1 am convinced that the pursuit of this enquiry 
will prove fruitful and be of immense unpor 
lance to our art history It will destroy, 
among other things the narrowness of the 
generally accepted conception of our art 
1 therefore suggest that for the future study 
of our subject the soaological method offers a 
greater scope The modem mvestigatoT alive 
to the importance of race, influences, root 
forms, tmditions the history of technique, etc 
must mam tain the dtspiamteness of art from 
other sociological phenomena and yet be 
aware of its dependence on them Whilst 
recognising the collective pressure, he must 
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insist on the inviolability of the freedom of 
the mdividual creative spirit. It is essential 
for him to possess a catholicity of taste and 
wide aesthetic sympathies, the diversity of art 
manifestations meaning nothing more to him 
than chance specific applications of certain 
fundamental principles governing creation in 
all cultures Thus he should be capable of 
reacting as sensitively to the Greek ideal of 
the deified man as to the Indian ideal of the 
humanised divinity. 
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Out of tKe various subjects proposed to 
me for tlus evening a address some of which 
would have been more attractive for you and 
easier for me to discourse upon, I have deh 
berately chosen the connection between Art 
(a word 1 shall use tn the sense of the fine 
arts) and Educaticm because of its importance 
m the scheme of cultural reconstruction which 
must be the ultimate aim of all nabonal 
educabon I welcome this opportunity of 
being able to present before you teachers, who 
have gathered in such large numbers from 
all parts of Bengal and who have the power 
to exercise your influence for good or for 
evil on tender sensibihbes, a pomt of view 
which unfortunately is often neglected when 
we come to appraise the true ends of edu 
cabon 

To begm with let us be frank and admit 
that whatever voices be raised m the 

• EWlTor»d al tKo ConfcrtncB of iKe Secowlaij TaaeWi of 
Ben®*! diuhit tli* Benfal Edoeatfon 'Week, 1936 

4 
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wilderness, all real interest in India to-day is 
concentrated solely in the political struggle. 
The best brains of the country, all the passion, 
temperament and energy, all the capacity for 
intransigence or accommodation are engaged 
in trying to rear up the scaffolding of a 
political edifice. In the zest of that struggle, 
m the bickerings and injustices of political 
life, our leaders for the most part are utterly 
unmindful of the form and design with which 
such a building shall ultimately be invested. 
Is It to be European, its facade subjected to 
the rhythm of fenestration, an efficient, 
sanitary, ultra-modern spacious habitation, 
or IS it to be a palace like Man Singh’s at 
Gwalior, cool, semi-subterranean, with painted 
lintels and carved columns, a place for 
contemplative repose and luxury after the 
heaviness of wars, or shall it be arched, 
turretted, firmly planted on the earth, solid 
on thick stone plinths, like the vigorous, 
defiant palace-fortresses of the Pathans 
at Mandou ^ Dispassionately watching 
events, 1 am afraid it is more likely to be, 
as most of our public and private build- 
ings are to-day, a hybrid structure with 
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Gothic openings, French mansards Moorish 
pilasters stuck mto Roman vaults, Hmdu 
pavdions stretching over lomc pillars a 
faithful reflection of our minds tawdry m 
coherent and joyless If such is the mdiffer 
ence of our pohhcal workers to the architec- 
tural umty of the edifice they desue to construct 
how can one wonder that they have little 
thought for the other than material life of 
those who will occupy it m the future ? I 
realise there is a time m the life of every 
country when the aeative energy is mevitably 
devoted to pohtical re-adjustments May be, 
ours IS going through this phase and there 
are reasons, historical and economic which 
might explam our obsession But the clnimR 
of culture are equally urgent and have been 
regarded as such during the bitterest period 
of i>ohtical struggle m those countnes which 
usually are held up to us for our ideal To 
those who are deep sighted, or who, like you 
and me are out of the mll^e and have some 
time for reflection, the activity now prevailing 
m India, amounts to the fabrication of a frame, 
to borrow an analogy from my subject, 
without thought of the picture which it is 
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going to enclose It is therefore essential 
for us to have an accurate and correct estimate 
of our national cultural assets, a true appre- 
hension of our originality and our contribulive 
value to the world, before we definitely fix 
on the form which our political strivings 
should take. I am convinced that the 
most ardent of our westemisers will 
admit that political freedom is not worthy 
of attainment, if a country, like India, which 
for so long has been an emporium of ideas, 
style, colour and inventions in art technique, 
should be one among many in which 
drabness is inseparable from the achieve- 
ments of democracy. We must therefore 
strongly condemn our nationalists who lost 
the miraculous opportunity for the resuscita- 
tion of Indian design offered to them 
by the partial successful revival of our 
textile handicraft due to swadeshi and allowed 
the movement to degenerate into a competition 
for possessing the Indian market with 
imitations of cheap European models. Their 
action would have been more in consonance 
with the pathos of their declared faith, had 
they encouraged our traditional taste, which 
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has been for centimea the envy of the discern- 
ing and the sensitive in western countnes 
At the present momenti owing to unfor 
tunate economic conditions the education that 
IS generally advocated by those m authonty is 
of a narrow utilitanan scope It is possible 
that for a short transitory period and under 
the compulsion of unusual circumstances this 
IS the land of educabon which is needed by 
the provmce and the country But the ends 
of educabon properly understood are surely 
other than to befit a person solely for a lucra 
bve vocabon Even m a stnctly utilitarian 
concepbon of educabon it might cogently be 
argued that the equipment needed for a 
successful vocational career should necessarily 
mclude a knowledge of those external (actorsi 
which condition one s labour and which 
relate it to the outer world We know from 
expcnence that a background of culture the 
habit of reflectiveness adaptability and the 
faculty of cnbcally revaluing tradibon have 
always disUnguished the good craftsman from 
the bad Hence if we beheve with Plato 
that educabon does not consist m a process of 
acquisibon but m the development of powers 
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already existing in us, we shall find that 
nothing IS useless which helps to broaden our 
vision and encourage our sympathies The 
artistic instinct in us is one of those latent 
forces to which Plato refers From our 
childhood, by the slow process of recognition 
and differentiation, our vision gets acquainted 
with the particularity of forms, and the next 
stage m our development logically leads us to 
a compelling necessity to exteriorise our 
impressions of the outer world with the help 
of symbols and signs As we grow older, 
we strive to achieve the maximum of com- 
pleteness available to us m interpretation 
and thus it happens that very early we 
attempt graphic or sonorous descriptions 
of things we have seen or felt. This urge 
for giving form to the accumulation of our 
observations of the life around us is also 
noticeable in the case of the primitive man, 
whose first gratuitous activity consisted in 
perfectmg the shape of his tools and m 
inscribing on the walls of caves, with a rare 
avoidance of rhetoric which so often mars 
the art of later days, his pictorial impressions 
of animal movements. The faculty of 
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sensing visual relatedness m tke midst of the 
divergent phenomena of life and this early 
stnving after mastery over matter which, 
when It attains to reahealion, we call tech 
mque he at the base of the artistic creative 
urge As we advance m years or, as the 
early unions of man develop mto complex 
entities, the vividness and immediacy of our 
reaction to the outer world ceases and the 
forms that we find m use around us impinge 
upon our mmds It is m this way that 
tradition grows for the mdividual abdicates 
hi8 vision to the community Havmg ad 
mitted that extenonsation m forms is 
an inherent necessify m man we may 
go a step further and raamtain that from our 
earhest years we exp>enencc a pleasurable 
reaction to pleasant forms and colours, which 
themselves may be termed uncontoured forms 
m space This to begm with is individual, but 
It IS a cunous fact as we grow up we often 
find that the race or tnbe m which we are bom 
has also had similar reactions and has tned to 
express them m a manner akin to our own 
In miheus, where tradibon is a hving influence, 
we grow gradually accustomed to take 
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pleasure m these forms as they adequately 
answer to our need for integrity of texture, 
rh5i:hm, proportion or phantasy. These needs 
differ with different races and countries, and 
therefore the art forms of one country do not 
necessarily stand superior to those of another, 
for the only distinguishing feature, wluch 
enables us to establish a hierarchy among the 
achievements of art in different centres, is the 
continued presence of freshness of inspiration, 
vividness of representation and inventiveness 
in execution No other criterion rules aesthetic 
judgment If you believe with me that the 
apprehension of Beauty is a source of pleasure 
(I use the word in its Aristotelian sense of 
rational enjoyment), that its contemplation 
gives us an insight into the Ideal Form, that 
it enriches our spirit and helps us to discrimi- 
nate between evil and good, as the ancients 
held, that it develops m us the sense of tact 
and balance, you must admit that the results 
we obtain are the same as those at which all 
true education aims. To-morrow from this 
very place you will hear my friend, Professor 
Satyen Bose, the bnlliant Indian scientist, tell 
you of the supreme value his subject has for 
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education I do not dispute his clmmi but I 
hold that the development of the human spirit, 
and the joy which is the ultimate goal of our 
mental stnvinga, is not exclusively distilled 
from any one branch of knowledge The 
quest of beauty is as much a seartdi after trudi 
as the pursuit of her by the saentist or the 
philosopher I hear it too often contended 
that a man might be educated and cultured 
and yet not be responsive to beauty This 
can only mean that he docs not derive satis 
faction from out^vard forms but from the 
cogency of intellectual systems, whether of 
philosophy, law, or sacnce But the need 
remains the same the need for symmetry 
balance and coherence If it were possible 
to give visual or audible forms to these systems 
of thought or experience, they would evoke 
appreciation in the same way as music, 
architecture painting or sculpture In fact, 
it 13 impossible for men as normal beings to 
escape m any of their acbvihes, which aim at 
perfection from a feeling which though not 
identical with is akm to aesthetic satisfaction 
Having discussed so far the connection 
between Art and Education, a fact now 
5 
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accepted by educationists in Scandinavia, 
Czechoslovakia, Japan and the United States of 
America, to name but a few countries which 
I have deliberately chosen because of the large 
diffusion m them of technical vocational tram- 
ing, 1 regret to say that in our present system 
of education the teaching of art occupies an 
almost non-existent place It is roughly ten 
years ago that the late Sir Asutosh Mookerjee 
introduced the subject of fine arts in the 
curriculum of our University’s post-graduate 
studies The students that come to us have 
no mitial preparation and, for the first year, 
are wholly at a loss to orientate themselves m 
the midst of examples that illustrate the many- 
sidedness of ancient Indian artistic achieve- 
ment Some years ago a scheme begmnmg 
at the matriculation stage for graded acquain- 
tance with the masterpieces of our own art, 
as well as with those of other nations, was 
suggested to the University, but so far no 
steps have been taken to put it mto execution. 
We must confess that the passionate advocacy 
by Coomaraswamy and others, Indian and 
European, for a place for art in national life 
has miserably failed m our provmce. It is 
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true that in your schools you teach drawing, 
clay modelling and fancy needlework But 
these are mere rudiments and only in their 
developed state of picture, sctJpture, decora 
tive design might be called art Moreover, 
your atm m teaching these subjects is neither 
to stimulate artistic creation nor to prepare 
your pupils for a craftsman s vocation but 
merely to help to concentrate their attention 
during class hours and to develop dexterity of 
fingers Dexterity alone is a far prelude to 
skill and has only a disciplmary value 

You will ask me then, given the present 
state of things, mth Lttle hope of change m 
the near future v^t is one to do with the 
teaching of fine arte m the schools I am 
consaoua of the difficulties I realise that art 
will never occupy the place in our society 
It did m the past of our country, unless 
a complete change occurs m our mental and 
moral outlook The task is colossal We 
have to transform our entire surroundings to 
get nd of the uglmess with which w^e encumber 
our houses and persons to free our brains 
and hearts from both the disparagement and 
the undue adulabon of our cultural hentage, to 



36 


PREFACES 


tram the mind to detect achievement in terms 
of the creative intention, and specially to 
cultivate a sympathy with forms that at first 
sight appear unusual I know the sense of 
discomfort that one experiences m the presence 
of unusual forms ; how the eye is more con- 
servative than any other part of the human 
organism and what a slow process is needed 
to disengage the elements of beauty in objects 
which testify to an unwonted phantasy But 
if one IS patient and humble, as one must be 
before manifestations of human temperament 
and talent, if one is successful in penetrating 
to the secrets of the mind that creates a 
given image, the image will live and illumme 
one’s spirit The attitude of piety 1 suggest 
IS necessary for the understanding of every 
art and especially of our own, for we are m a 
state of moral confusion far worse than any 
other people We are neither orientals nor 
westerners We have been taught western 
hterature and our minds have been filled with 
western imagery Our education has had a 
background of a foreign landscape The 
result is that we have no comprehension of 
either western or eastern forms. The blight 
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of bad taste has fallen upon the rcprcsenta 
tions of the gods and goddesses themselves 
that are worshipped The sources of Indian 
art have completely dned The grand Iradi 
bon of our medieval sculpture which kne^v 
how to inform stone with miraculous move- 
ments m order to portray the lives of gods in 
volved in human relations that splendid rcali 
sabon of the Indian ideal of god man un 
paralleled m the world s art for plastiaty and 
dramabsm has been allowed to lapse mto 
obhvioa We are equally ignorant of the 
masterpieces of western art We do not 
know the compassionate tenderness of Early 
Qinsbon icons» the pogcani of Byzanbne 
mosaic wc have not even heard the names of 
those mogiaans of the Renaissance of Bellmi. 
Mantegna Simeone di Martini Pierro della 
Francesca Art study and art nppreaaUon is 
banished from our lives Wc not only 
surround ourselves with ugliness but arc 
proud of it Wc even consider it to be 
a help in the intellectual and spintuol 
development which is claimed to be peculiarly 
ours In our society to-day the slovenly, 
the unkempt and the unseemly is held up 
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not only as an object of admiration but of 
emulation. 

Of course you cannot help all this. Your 
school houses may sometimes be practical but 
they have been built by the Public Works 
Department, and 1 know in what relation 
they stand to beauty. And this has occurred 
in a province where folk taste manifests itself 
in the most exquisite of lines in the humblest 
of dwellings Your economic position is such 
that neither you nor your students can travel 
and get acquainted at first hand with the 
monuments of our art Your libraries, if you 
have any, are not provided with books, for the 
most part expensive, which contain illustra- 
tions of art objects Your knowledge of what 
has been achieved in the past, and is being 
attempted now, is necessarily based on cheap 
unconscientious reprmts which appear in the 
so-called progressive press Even if some of 
you are endowed with artistic sensibility and 
interest, you cannot help your pupils because 
they come to you, with their visions already 
distorted in the primary schools. The situ- 
ation is really hopeless and no remedy will 
avail unless a courageous remodelling of our 
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educational policy involving the lowest stages 
of instruction, will enable every important 
branch of our national culture to find its 
rightful place m the cumciiluni of studies 
Even in the educational organization, such 
as It exists to-day, I would like to suggest to 
you two ways in which you could encourage 
acquaintance with art and aid to develop the 
artistic aptitude of those who are under your 
charge The first would be to treat art as 
a helpmate of history the second to assist 
directly m the conservation of whatever remains 
of Indian axt traditions from disappearance in 
your own towns and villages I shall treat 
both these subjects separately 

Until recently smee the discovery of 
Indian art eind the movement for its pre- 
servation Indian history, especially of the 
ancient penod was but a dry narrative 
of political events Art objects not only illus 
trate cultural contrasts and fusions the con 
flicts of influences, the stories of racial supre- 
macy, but reveal changes and evolution m 
taste due to newer spiritual and material 
demands They visually ill umin e and corre 
late the facts of history and make them ahve 
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How much better do we understand the story 
of the mission of faith sent by Asoka to 
Antioch and Egypt, when we regard the 
monumental examples of the art of that period 
deriving its traditions from the Great King of 
Kings, whose satrapy, till late, much of the 
Buddhist kingdom was. Whatever one might 
think of the theory of the importation of Iran- 
ian workmen into Pataliputra, one cannot fail 
to see m the vast Mauryan Empire, with 
its cultural prestige and military prowess, 
a conscious resurrection of the glorious 
traditions of the Achaemenians destroyed 
by Alexander In the elegant terra-cottas 
left by the Sungas, replete with delicacy of 
execution and a certain languorous tasteful- 
ness, we see the luxury and decadence of 
court life during a period of comparative 
tranquillity, while the Bharhut stupa shows 
us the wealth and prosperity and the naive 
personal vanity of the middle classes of those 
days, paying to get their portraits sculptured 
in awkward devotional poses In the art of 
the Kushans you easily detect the throbbing 
hfe of the time, their continental orientation, 
the foreign racial taste reminiscent of the 
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days of exile before they reached Bactna, 
the fine modelling and quick observation of 
a youthful, vital, energetic people who not 
80 long ago were nomads What can better 
illustrate the orgamc fusion under one 
aupremc sway of conflicting racial conlnbu 
tions the splendour and the wisdom of the 
Imperial Guptas, their humanism their solid 
international and colonial status than the ex- 
amples of our classical sculpture ? How can 
one share in the religious ecstasy of our 
Middle Ages without Ellora ? Coming down 
to a much later period in Mughal pamting 
we see the evolution of those hardy fighters 
of Central Asia, descendants of Chenghir 
and Tnnur transformed by Indian condi 
tions and Persian influence unmmdful of 
nomadic tents and trruts of tnbal life which so 
largely figure m their earher works becoming 
the most magnificent of Indian £mF>eror 8 and 
vying with the Safavids to establish their rlwim 
to be the only worthy successors m the Elast of 
the brilliant Sassanian monarchy And m 
Rajput paintings is there not the sheltered 
idyUic life of a proud hearted p>eople nurtured 
m Vaishnavite lynasm, penned m by outward 
6 
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pressure, but gathering strength in silence and 
isolation for the final assault ? One could 
go on enumerating instances, and it is for you 
to take advantage of art objects to reconsti- 
tute Indian history, to bring out its truth 
and to dispel with their aid much that has 
accumulated of bias and unreliable inter- 
pretation. 

The second way you could help the propa- 
gation of art study is by conscientiously trying 
to revive our decaying handicrafts Those of 
you who come from the countryside, and 
especially those who are teachers in village 
schools, have the chance of being in touch with 
local productions I hope you have under your 
charge a number of pupils who will not come 
to this town for university degrees and swell 
the company of the unemployed, but will be 
content to turn their energies to more profit- 
able occupations Before advising a pupil 
to take up a vocational career it is always 
better to choose one who has hereditary ad- 
vantages in that direction. Once you know 
his decision, it should be your duty to get him 
acquainted with indigenous patterns and 
colours and to encourage in him all efforts at 
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originality but after you have carefully 
grounded him in the tendenaca of local 
needs I do not think that where handiaafts 
sull hve, there is a risk of your pupil turning 
out completely new designs which ivill have 
no cominerciol value he would rather content 
himself wth vanations on accepted motifs , 
for once a child a eye has been trained to 
beauty and rhythm he is not likely to diverge 
from a satisfying standard But the diihculty 
IS that m most localities, through wimt of 
patronage, handicrafts have been allowed to 
die In other counlnes of the world school 
masters have proved most helpful m resusa 
tatmg them by piopagandizmg their consump- 
tion m preference to machine-made objects 
where utility and cheapness, more often than 
not destroy the elements of beauty 1 shall 
not lire you by ating the ethical and cultural 
advantages of handicraft over machme-made 
articles A httle thmking on your part will 
convince you that apart from the mtmisic 
merit of the personal touch even for articles 
made on the mould, the conditions under 
which handicraft is produced /are more 
humane healthy and moral A village school 
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might serve as a nucleus for local handicraft 
products and, by exchanges and loans, 
enrich its collections 1 am on principle not 
much in favour of museums, even school 
museums, for it is better that these articles 
should be in constant use m the home and not 
lie relegated to cupboards But at a time 
when the arts are becoming extmct, there is 
no other way left but to save them by collect- 
ing them in museums It is indeed sad that 
one should have to suggest these directions to 
an audience belonging to a province the folk 
art of which is the backbone of its culture 
and which can rival with any in grace and 
vitality 

Before 1 conclude, 1 shall ask your per- 
mission to digress and take the liberty of 
wammg you agaist a common danger in the 
teaching of art The training of the art sensi- 
bility of a child IS an extremely delicate matter 
Whatever else one does, one should not make 
one’s pupils conscious of artmess, of a deli- 
berate ii\tention to produce beautiful effects. 
In art, af\in religion, the best is always he 
who is noA constantly mindful of meritorious 
deeds O^erwise, you are bound to inculcate 
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pngBishncss m jour \*ork tmd m ail cnliasm 
there U Hardly a more blnmc^^orthy characicn 
sation I %sQuld not hie our handicraft to 
lake on the colour of a rcnval such aa that 
of the William Moma cull in England which 
has degenerated into snobbish products made 
in the \vorkshops of Chelsea and Chipping 
Campden for the arty middle-class We 
should be ^v•nmcd by the fate of an mien 
lional revival nearer home by the example of 
the Bengali School of Painting xshcrc wth the 
exception of a fen/ outstanding aeaiive talents 
there IS a straining after prettiness and the 
picturesque so utterly at \anancc wth the 
bold unassuming pamUng of our classical 
and folk art 

You the teachers of Bengal arc best fitted 
to mslil reverence and love into the minds of 
the joung for our artistic past and for a future 
organically connected with that past and yet 
responsive to nc^vcr demands But you your 
selves must first believe that from amongst our 
hentage the arti8tic» embodying as it docs m 
conaetc and comparatively imperishable form 
the passionate longings and the spintual reali 
sations of our country, la the one that u likely 



46 


PREFACES 


to live longest in the world’s memory 1 
would wish you to subscribe to this article of 
faith, that our ancient art has been one of the 
most adequate vehicles for the expression of 
the inner life of man, and deservedly holds the 
position of honour which it does to-day 
amongst the arts of the other countries. If 
you are convinced of the utility of art in edu- 
cation and of their intimate connection with 
national culture, you yourselves, by study and 
observation, must be the first to be trained to ap- 
preciation and appraisement, lest you become 
like the guardians of whom Plato speaks 
“ who, by being educated in the midst of lU- 
representations, might contract imperceptibly 
some mighty evil m their souls 



INTRODUCTION TO INDO-PERSIAN 
PAINTING 

1 

It might appear strange to some ol you 
that I have chosen for the title of my lecture 
the obsolete term Indo-Pcrsian which has 
been rqected by almost ell the historians of 
Indian art The pnnapal objection to it is 
due to the fact that its use might suggest that 
Mughal art was nothing more than merely a 
reflection of Indian and Persian art traditions 
having no discrete existence of its own Whilst 
m Its matuier penods Mughal art did possess 
an mdividuaLly and formed by itself an orga 
msed unit it is no slur on its later phases if 
we charactense its beginnings and the persis- 
tent direction of its revmdist mclinations as a 
striving after the transference of Persian con 
ventions to an Indian setting At its very out 
set howevo’ before the Persian and Indian 
elements had been organically transfused 
it has a specific artistic flavour of its own 
compiarable to that of the verses of Amir 
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Khusru before the emergence of Urdu 
This early period is often described as a 
servile imitation of Persian models, but 
It appears as wrong to assert this as to 
say that there was nothing individual in 
the writings of those Indian poets who used 
the Persian language as their medium of 
expression It is true that, compared to the 
brilliant achievements of Herat and even 
Ispahan, some of these early works do present 
schematic colour relations and a deplorable 
looseness of composition such as. many cen- 
turies ago, the Hellenistic art of Gandhara did 
m contrast to the monuments of Greece and 
Asia Minor ; but, as in the latter case, there 
are exceptions, notable not only for their in- 
trinsic worth but as points of radiation of 
artistic influence. The works produced under 
Humayun and Akbar may be termed a colo- 
mal expression of Persian art, with all the im- 
plications of transformation and adaptability 
which the word ^ colonial ’ connotes in culture 
and literature Whatever may be their value 
to the aesthete — and surely some remarkable 
things were created at this epoch, for example, 
the brilliantly composed pictures dealing 
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With Piroz Shah, the King of Bengal, one 
of which 18 perhaps the best representative, 
outside Herat, of the school of Bthzad —to 
on art hislonan these early works are an im 
portant store-house of knowledge from which 
may he disengaged in later products those for- 
mative elements which consbtute their pictorial 
foundahon 

There are some wnlcra who concede the 
employment of the term Indo-Pcrsian to 
the work done imder the first two Mughal 
emperors but object to extending it to later 
periods This seems illogical, for, if its use 
evokes in our mmd the most important con 
atituent currents of this art there is no reason 
why It may not be employed to cover the en- 
tire period of its existence We all know that, 
even after Mughal art had reached its culnu 
natmg pomt and had become an mtegral part 
of Indian culture, there were painters under 
Shahjehan and later, who tired of portraiture 
or genre painting m the new style, were 
alher copying or doing ongmal woiV m 
the Iram qalam As a matter of fact the 
Iram qdam is pcrsistenl up to the present day 
and Its umque appeal will die only when Persia 
7 
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ceases to live and influence. But one may go 
farther in the use of the term * Indo-Persian, 
even though this might appear most hetero- 
dox, and include, because of reasons which 
will be given later, many works executed with 
another intention, the Hindu or the Rajput, 
so called at times justifiably for the sake of 
ease m classification but more often "with a 
desire to assert their utter independence of the 
mam stream of Indian art, which, during the 
XVI and xvu centuries, happened to be flow- 
mg at Agra, Delhi and Aurangabad under 
non-lndian and non-Hindu rulers. This, the 
central idea of my address, should be made 
quite clear at the outset. [We are all aware 
of the distmction — and many of them are of 
a deep nature — which exist between what are 
termed Mughal and Rajput art. There are 
some outstanding differences which will be 
dealt with later, but it should be remembered 
that It is impossible to study these arts -with- 
out recognismg their close interdependence 
and the contribution of one to the growth of 
the other, and without constant reference to 
the two traditions which constitute their source. 
They are both expressions of a creative 
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impulse made possible by the splendour 
and organisation of the Indo-Persian princes 
the chief difference between the two being that 
one drew its subjects more from Indian reh- 
gious lore and the other more from the pro- 
fane urbanity of Persian ways 

In order to make this pomt clear a digres- 
sion may be permitted and facts though 
well known, may be repeated so that the 
problem can be seen m its true perspective 
The great name m the history of pamting 
m Persia, as well as m India during the 
XVI century is Bihzad The work of this 
gifted artist at Herat and of his followers 
was a constant model to Mughal pamters, 
though Persia had produced some of its 
most exquisite pamtmg just before him and 
Bihzad with an extraordinary gemus for 
artistic combmation, had contrived to uiute the 
traditional elements mto an eclectic whole 
He was no innovator but a conservative 
creator with an inspired eye for pleasurable 
selection and arrangement The name of the 
Raphael of the East given to him by some 
wnters on Persian art seems particularly mept 
for Raphael s pictures are characterised by an 
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astounding factura which is not always 
present in Bihzad’s work; but the Persian 
painter resembles that great Renaissance 
master because the work of both, though 
derivative, is grounded on a purely pictorial 
synthesis. No extraneous feeling, religious 
or profane, excites them ; they revel in the 
pure joy of painting, in the marvel of line 
and colour for the Scike of the painting itself. 
,To be better than Bihzad or even to be his 
equal was the highest praise that could be 
lavished on cin artist. It is for this reason 
that Abul Fazl, in a mood of exaggerated 
and unconscientious flattery, maintains the 
superiority of his master’s artists over this 
wizard of Persian painting. 

Like most orientals the Persians did not 
possess a great interest in perspective. Their 
pictures were book illustrations and were 
meant to be looked at from above and not in 
a diagonal or in a straight line from the eye 
as in western paintings. One should not, 
however, suppose that the Persians were 
incapable of perspective drawing. You have 
only to see some of their best-known pictures 
to notice how the masses on the sky line are 
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arranged in diminution and where not 
deliberately distorted for pictorial effect the 
third plane is m aaenbfic perspective Gene- 
rally the figures and elements m the first two 
planes are of equal size sometimes those m 
the first planei ff unimportant for the action 
are smaller than those m the second 
This shows that saenbfic perspective 
though understood and often employed » 
was not considered an absolutely necessary 
constituent of every picture as demanded by 
western tradibon to-day The chief aim of 
the Persian artist waa centrahty as long as 
the attention was effectively focussed on the 
centre of the picture it did not matter if the 
eye roamed to either end and found on both 
sides the pictorial elements m dimmution 
From this importance given to centrality one 
can easily deduce the mevitable passage of 
Persian art and of its closest follower that of 
the Mughals towards p ortra iture Persian 
art IS also the art of the Imc and not of volume. 
In this direction it attained a virtuosity and 
mventiveness unrivalled by any art of the 
middle ages not even the Chmese, to which 
It owes so much for its technique and early 
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inspiration. Both Mughal and Rajput art 
are also exclusively founded on the line, a 
tradition which we might call Asiatic, for 
we find the line to be the basis of the best 
frescoes at Ajanta and elsewhere, such as 
in Tuen Huang in Eastern Turkestan or 
at Horuyuji in Japan, where the original 
impulse came from India. The centrality of 
action refers only to the aesthetic action of 
the eye in encompassing the picture. It does 
not allude to a deliberate intention on the part 
of the Persian painters to limit our awareness 
to dramatic events taking place in the centre 
of the picture. In fact, of all the arts, 
Persian painting is least concerned with 
dramatic feeling. This must be a survival 
of ecirly Byzantine influences noticeable also 
in the art products of the Sassanians. This 
particular trait forms one of the most 
important distinctions between the art of the 
Persians and that of the Arabs, who, from the 
beginning of pictorial art among them, have 
awkwardly and often incapably struggled to 
depict Semitic anthropocentric sentiments. 
To a careless observer, however, Persian art 
may also suggest the dramatic because its 
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compositional arrangements often deal with 
animated scenes peopled with human figures 
and an atmosphere of animation not infre- 
quently engenders a sense of the drama 
But this IS illusory and accidental Nothing 
could be farther from the Person artist s mten 
bon In hifi best creabons he is utterly devoid 
of that mtense striving, so charactensbc of the 
Indian tradition to solve his pictorial problem 
with the help of formal contrasts Mughal 
pictures m then formative and classical stages 
tried to adopt though with httle success 
the Persian manner but they could not with 
stand the pressure of contemporary Hmdu 
pamting, which was replete with movement 
and action often tending m the works of 
some of the lesser known schools even towards 
iheatncahty 

The aim of the Persian pamter thus was 
to establish beauty by the arrangement of the 
pictonal elements at his disposal with the 
deliberate mtenhon of producing artistic effect 
Bemg impervious to ail emotions except the 
search after beauty, his creations m their 
subtle ming lin g of bright colours and fluent 
Ime, had alliances with glowmg mosaics or 
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lovely carpets. He opens up to one a world 
where both the painter and the spectator 
delight in the beauty of flowers, in the gold, 
white, deep red and bright blue with which 
their world is bathed, in coral shaped moun- 
tains, curling tai clouds, blossoming trees, 
fleet-limbed animals, gorgeous dresses. His 
vision is of paradise, a word with Achaeme- 
nian associations, where all is exquisiteness 
of form and purity of colour. Neither the 
Mughal nor the Rajput, the one with his 
masterly draughtsmanship and the other with 
his luminous colours, except in rare instances, 
attained the joyous beauty of Persian painting 
in which the delight of the painter in the subject 
was such that his design often overflowed 
the bands of flowery diapers which usually 
encompass his pictures. The striving after 
a deliberate pictorial effect is an inheritance 
which, with varying success, persisted through- 
out the range of Mughal pamtmg. It is 
not that the Hmdus absolutely rejected this 
principle; though perhaps reluctantly they 
did make use of it during the period of the 
full blossoming of their art, the only thing 
that may be maintained is that the purely 
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pictorial intention, as distinct from the drama 
tic 18 foreign and generally distasteful to 
Indian tradition and temperament 

Some of the original fttturcs of Persian 
pamtmg have been briefly mdicaled m order 
that attention may be directed to those ele- 
ments which derived from that source m 
Indian mediaeval art In the earlier works 
of the Mughals one is presented with the 
same seemingly haphazard disposition of 
pictorial elements a similar disc u rs i v en ess but 
without that mner pictorial cohesion and 
compositional unity which characterised Bihzad 
and his immediate precursors The colours, 
though as costly and recherche as m Persia 
to the preparation of which according to 
Abul FazI his Royal Master gave his per 
sonal attention do not possess the same lustre 
and enamel hke quahty though strangely 
enough this is often to be found among the 
Rajputs The Persian conventions of the 
high ndge against the sl^ Lne, of fiflnig one 
side of the picture with architecture of the 
central carpet not m rehef but as a rectangular 
design m colour with seated figures the coral 
hills ending m nnrmni heads a survival of 
8 
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Iranian nomadic tradition, the laying of scenes 
in ravines between two mountains, all these are 
adopted but usually incapably utilised. A 
compositional convention of particular interest 
to us IS the one in which the mam action is 
preceded by a foreground of crenelated archi- 
tectural fences usually with a stream flowing 
below, carrying birds and flowers This 
setting Strzygowski has claimed to be an 
essential element in what he calls hvarena 
landscape, originating from Nordic Iranian 
experience, it is a landscape bathed m the 
glow of holiness which emanates from Ahura 
Mazda. He has pointed out its presence at 
Ajanta and in the beautiful Byzantine mosaics 
of Ravenna. This convention is to be found 
in a large number of Mughal and Rajput 
work, but has never been so extensively or 
appropriately employed as in the Deccan, 
in centres geographically close to Ajanta, at 
Aurangabad, Golconda and Bijapur. Coming 
back to early Mughal art, the absence of 
those supreme factors present in every good 
Persian work, namely, quality and finish, 
is most noticeable. These have been Iran’s 
contribution to Asiatic art from classical times, 
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as students of Mauryan and fCushan art m 
India will have observed But the Mughal 
painters even at this early stage 8ho^v remark 
able gift for drawing, and one can already 
discern how eventually they %yill surpass their 
masters in draughtsmanship They are 
keener observers of realistic plasbaty than the 
Persians but m these early pictures except 
\Wien the composition la small they fail to give 
full effect to their gift because of meompetent 
spacmg and a lack of feelmg for air The 
Persians too have examples of firm and 
realistic draNvmg but it is somethmg of a 
side hne There arc two pictures on the 
walls of the Chehel Sutun at Ispahan, 
done under the Safavids, one of which 
represents Shah Tahmasp entertaining 
Humayun a fugitive at his court \vith wme, 
and dancing where the drawing tactfully 
controlled is of great ffneness But even this 
cannot compare with the best work of the 
school of Jehangir such as the portrait of 
Ala-al mulk Turn by Chitannan evidently 
executed with the famous one haired brush 
of the Mughal pamters or the head of Akbar 
m the India Office Library In this connection 
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I would like you to notice ike happy 
grouping and masterly drn\sing of a number 
of Hindu Saints which forms part of a larger 
picture called ‘The Dance of Dervishes’ m 
the possession of Captain Spenccr-Churchill, 
reproduced, because of its outstanding C]uahty, 
as a separate plate in that delightful book 7 he 
Court Pairklas oj the Mughah There is no 
doubt in my mind (hat the art of pcrfe-ct 
draughtsmanship is a part of the Indian 
heritage, for not onl}' in Ajanla, at a particular 
phase, was all attention devoted to precision 
and finish of contours but the exactitude of line 
and controlled firmness of Jiand is also an out- 
standing feature of the Jama miniatures as v.cll 
as of the best examples of the Jaipur qo/nm 
The Mughals borrowed from the Persians 
not merely the technique but also the sub- 
ject matter of their pictures. Roughly cata- 
logued, the subjects they dealt with were 
battle scenes, animals and birds, scenes of 
hunting, gardens and palaces during construc- 
tion showing the remarkable building energy 
of the emperors, discussion among divines 
and, especially portraiture. Eixeept for a 
few attempts, Mughal art did not concern 
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itaclf witk the illustration of narrative poems 
or epic and hterary romantic episodes* but m 
most examples it wound itself roimd the 
personahty of the rulers who patronised it 
As these sovereigns were constantly engaged 
m conquest, early Mughal painting deals 
largely with battles models for which were 
ready to hand m the Persian lUustrabons to the 
Shah nameh In Mughal art we hnd m large 
numbers drawings of arnmnls and buds, often 
with a semi-saentihc end This is an anaent 
Islamic practice which provided an outlet for 
the representational instinct so ruthlessly 
limited by religious usage as can be seen 
m Arab manusenpts of the so-called Meso* 
potamian school of the xm century under 
the Abbasids Mountains, called coral, are 
also of Arab ongm and are an important 
decorative feature m a large number of 
Persian Mughal and Rajput pictures For 
some mdefinable reason then conventional 
form and texture were connected m the 
minds of the Arabs with the mountains of 
India, and m Persian painting too these be- 
came necessary elements for producing an 
eKitic atms^hore 
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Scenes of the chase, specially connected 
with the legend of Bahram Gor, fill the 
pages of Persian books These are traceable 
to an earlier period of Iranian art, to the 
Sassanians, who depicted them on their silver 
platters and silken stuffs The Mughal and 
the Rajput have made large use of this 
theme to the glory of their rulers, who were 
passionate huntsmen, and also because such 
scenes afford remarkable opportunities for 
plastic dra’wing and elaborate compositional 
arrangements. The swift-limbed and gentle- 
eyed antelope, the symbol of goodness, is a 
favourite motif with both Mughal and' Rajput 
painters and is hardly ever absent from 
pictures depicting the hunt 

Conversation among divines in a garden 
is also a frequent Persian theme, especially 
at Herat. These take place in an atmosphere 
of great peace and reasonableness, except for 
one well-known scene from the time of Tah- 
masp, — that vainglorious prince who can 
compare with a modern cinema star in the 
quantity of portraits painted of him in differ- 
ent postures and situations — ^where one divine, 
or probably he is a physician^ knocks down 
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the other m the presence of the enthroned 
monarch There are eeveral pictures dealing 
with this theme ascribed to Bihzad, and though 
they are very mgemous and colourful as all 
hi 8 %votL is they do not exhibit the same quiet 
and charm which we find m the best Mughal 
interpretations where the psychological situa 
non 18 exploited to the utmost Treated with 
sobnety and decorum this subject somebmes 
lends Itself to humour It would be interest 
mg to find out the original source of this 
parbcular subject Mughal and Rajput pamt 
mg both abound m it especially m those 
vanabons where prmces or pnncesscs visit 
samts and their disoples as m those pictures 
where Dara Shikoh is seen engaged m reli 
gious discussion From Ajanta down to the 
Jama raanusenpts as well as m our folL art 
these visits to inspired teachers are a 
I>opular theme In the Hmdu pictures of 
the later period the teacher is usually an 
oscebc a skeleton of a man but m Mus- 
salman works the divmes are well fed and 
portly suggesting the anaent Indian con 
cepbon, realised m the Buddha, that spiritual 
cmmence is not inseparably associated with 
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emaciation. Of the large number of these 
delightful character studies, there is probably 
none better than the one belonging to Jehan- 
gir’s epoch in the Museum fur Kunst und 
Gewerbe at Hamburg where Sultan Parviz is 
seen sitting under a tree, which divides the 
picture into two panels, with two benign 
teachers, one holding a book in his hand and 
the other, hunched up beside him, looking at 
the prince with amused tolerance. The gleam 
in his eyes is so difiFerent from the cold glitter 
we are accustomed to in those who make of 
religion a profession in our days * There are 
two outstanding single portraits belonging to 
Shahjehan’s time of dervishes, remarkable 
for’their delicate dravung and for the uncanny 
insight into their religious trends, the one of 
Shah Bari of Shahjehanabad representing the 
erudite saliJi and the other of a majzuh forget- 
ful of the self, concentered with his whole 
bemg on the other world 

The meeting of divines became so popular 
a subject because compositionally it ofFered a 
problem for the spacing of seated figures in 
the midst of varying landscapes. Its other 
attraction was that it offered scope for the 



INDO-PERSIAN PAINTING 


65 


treatment of psychological traits , the idenbty 
of the painter with the mner life of hts model 
became worth achieving after acquaintance 
with European paintmg Moreover, how 
bred most of these artists must have been of 
always depicting the ceremonials of court life 
and the whims of their masters In my view 
this parbcular picture arrangement must have 
become a cliche with the Indian pamters and 
bemg popular with themselves as well as 
their patrons, even when the theme was 
varied, the composibon was conserved A 
very expressive example of this is a picture of 
ecstabc musicians by Bicbtir, a Hmdu pamter 
of the mid xvS century with a startling gift 
for charactensabon 

Of all the themes, however portraiture 
must be considered as the most significant 
reahsabon of the Mughal genius It must be 
remembered that Mugbal art is not one of 
those large roads along which the human 
crcabve spmt has travelled At its best, it is 
a flowering wayside a track that leads 
through pleasant fields, a delight for con 
noisseurs, such as are Chmese jade, or 
Limoges enamels or the ivones of Cordova 

9 
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It has never been involved in large passions 
or the tragedy of destiny. Nevertheless, few 
examples can be found in the world’s art of 
such unruffled tact and refined sensibility as 
the Mughal portraits. And if Mughal art 
will live in man’s memory it will be for its 
architecture and its portraits. The Persians 
too had great portraitists. Amongst them 
were Bihzad and his followers, Sultan 
Muhammad, Kamel and Riza-i-Abbasi, to 
name the best known among them. Por- 
treature develops in time of peace, and the 
early Timurid prmces had little time from 
their wars to pose for pictures in the manner 
of their descendants, Akbar and jehangir, who 
m the midst of military activities had enjoyed 
moments of respite. Nevertheless we have 
a remarkable portrait of Timur himself in a 
coat of mail with a helmet commg deep over 
his face, where the beauty is not in the Ime 
but in the skilful handling of masses, which 
IS so characteristic of Turkish work but un- 
common m Persian pamting. Under the 
Safavids a great fillip was given to portrait 
makmg and we have a ms. dated 1537 
where Shah Tahmasp is seen figuring in some 
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role or otLer in most of the illustrations An 
interesting piortrait is that of Abdullah Khan 
painted about 1570, exhibiting a masterly 
grasp of the theme, m which this Turkestan 
ruler is seen holding up a melon, that loved 
fruit of die Central Asians, the absence of 
which, among other things, made Babur 
deprecate the civilization of India 

But Mughal portraiture stands much 
higher To my mmd never before or after 
has there been such shrewd psychological 
observation realised with such economy 
of detail and so summarily treated as 
during the best period of Mughal art. We 
know of no brush that was plied with greater 
surety and restramt with such reticence and 
eloquence at the same time A very slight 
penal-shading a quiet contour and we are face 
to face with a bared human destiny Com 
posihonally the postures arc the most clemcn 
tary, the hand of the model resting on the 
hilt of a sword or holding a flower and yet 
m the stance there is no feeling of ngidity or 
unease No wonder that both Rembrandt 
and Joshua Reynolds were so struck with its 
excellence To me the most mteresting ere 
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those where the outline is left as originally 
drawn, without use of colours. These 
wonderful portraits make the Mughal court 
relive for us in a more intimate manner than 
any other period of Indian history and it is 
due to them that we know so well those men 
of piety, taste, learning and valour who 
founded and maintained that glorious Empire 
One thing they have in common with all 
the best portraits of Asiatic art. They are 
individual portraits and at the same time they 
represent types. This trait is of Indian origin ; 
we are supported by the fact that most of the 
best portraitists at the Mughal court were of 
Hindu origin, such as, Chitarman, Anup- 
chatar, Govardhan, Hunhar, to name a 
few. There seems little doubt that many of 
the figures of kings and notables at Ajanta 
were authentic portraits drawn from living 
human beings exhibiting this same mixture of 
the particular and the ideal and displaying an 
unrivalled breadth of conception and execu- 
tion It is often said that Mughal art is mere 
book illustration and in this respect is contras- 
ted -with the Rajput, which, also miniatures, 
have the character of frescoes In other words 
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Rajput paintmg bke western or Asiabc art, 
should be viewed diagonally or m a straight 
line whereas Mughal art, bemg foho pictures 
have to be pored over in the manner of 
books This contrast may hold good for the 
rest of Mughal work but the portraits satisfy 
the same standard as the Rajput mmiatures 
and can at will be enlarged to impresswe 
wall pictures These portraits possess, mspite 
of their small size especially m the Durbar 
scenes which was an mnovabon of the 
Mughals, a monumentality and quiet digni^ 
that can compare with the best figure studies 
m Indian art 

Passing from ibe subject matter to the 
nature of the art itself it is here where we 
find the Mughals closest allied to the Persians 
and farthest removed from Indian tradibon 
It 18 of the utmost importance to understand 
this pomt clearly, for this is where the real Ime 
of dcmarcabon hes which divides Mughal art 
from that produced at Hmdu courts durmg 
the Mughal supremacy of India Like the 
Persian, Mughal art is a closed, ecleebe 
anstocrabc art a growth of luxury and leisure 
a product for the delight of the cultivated 
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eye, without any democratic folk appeal. 
Rajput work, too, was produced in feudal 
courts or camps, but its chief subject matter 
was so closely connected with the marvellous, 
colourful outburst of religious feeling which 
followed in the wake of Vaishnavism that it 
lent itself easily to the admiration of the 
masses. It was boisterous, imaginative, full 
of the unexpected, intensely personal This 
difference is due to something very deep, to 
racial tastes hecirkening back to distant ages, 
to temperaments differently moulded at the 
begmnmg of civilization by religion and its 
handmaid, literature. It seems to me that the 
common source of literary forms and those of 
the figurative arts in Asia, the similar artistic 
atbtude which gave rise to both, is a significant 
fact which has not yet been studied. It will 
be interesting, for example, to discover to what 
extent the structural serenity of the frescoes at 
Ajanta is derived from the same fount as the 
clarity and simplicity of the jataka stories. 
For a long time the historians of art have 
traced the tastefulness and restraint of the 
Persian artist and his flowing line to the 
practice of nastaliq calligraphy and have com- 
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pMured his execution with the freer brushwork 
of the Chinese painter» who also learnt his 
fundamental strokes from the characters of 
his language This observation supplies a 
valuable and reveahng insight mto the origins 
of national techiuque But till now Lttle 
thought has been given to the analogy between 
the epic, the qasida, the ghazal and the style 
of the Persian artist This point need not be 
elaborated, nor parallels brought from other 
Asiatic ait centres, but it seems clear that 
most of the Mughal art m its preaosity, 
meticulousness and even monotony, and more 
particularly m its mtentions, is perfectly mtelb 
gible only to those who know of that tendency 
of Persiaiused Indians, both Hmdus and 
Musaalmans to find their literary delight m 
the couplet The couplet is limited m range , 
but it IS pithy aphoristic and replete with 
content Its very structure makes it imdemo- 
cratic and apart, a joy for dilettantes It has 
not the lilt which lifts the heart, it does not 
unmake and remake the world as great 
romantic poetry does but it is graceful and 
charming and, what is more important, 
wholly adequate In new couplets, because 
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of the limit imposed by its form on the 
number of words that may be employed, a 
simile tersely expressed which has been 
found satisfymg m earlier writings, is frankly 
incorporated without acknowledgment Re- 
finement of senses and tastefulness is thus 
communicated from generation to generation. 
This is exactly what Mughal art did, for it 
borrowed unashamedly from its predecessors’ 
felicitous renderings without even troubling to 
attempt at originality. This is what the Persians 
did throughout their most creative epoch in 
painting ; the manner and the feeling differing 
as the mscription which produced the epic or 
the ruhayiat inflamed the artist. One can 
even imagine the man who takes up an 
album of Mughal pictures and finds joy 
in them, to be in the same physical 
and mental attitude as when he bends 
over a collection of Indo-Persian verses. 
It is not claimed that the couplet was the 
prevalent literary form during the entire period 
of Mughal rule , but that a parallel might be 
established between the different phases 
through which Indo-Persian hterature has 
passed and the development of Mughal 
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painting which began with the tumult of 
battle scenes and fantastic adventures and 
setded down to the narrowness and perfec 
tion of the portrait In fact, it must be 
clearly understood that no attempt is bemg 
made here to establish the influence of literary 
forma on the figurative arts That would 
be a disparagement of our mediaeval art 
products which no student of art dare allow 
himself The laws that govern literary 
products are quite distmct from those which 
govern art products If this were not so art 
objects would have no claim to an mde- 
pendent existence The greatest drawback of 
the early discussions on our art has been this 
very unvimrranted mterpretation of the one 
with the help of the other What 1 am point 
mg out IS mereley resemblances m forms which 
exist parallelly at one and the same time and 
that these forms evolve from a general cultural 
conception of life The resultant attitude to- 
wards the facts of the universe rules their nse 
and growth and begets analogous styles 
Similarly it may be argued that Rajput art 
was a reflection of a great epic and lyncal 
tradition It was a romanbc art, distmct m 
10 
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character but not in technique from Mughal 
art, with a larger sweep of imagination corres- 
ponding to a larger variety and range of con- 
temporary literary forms Those who know 
the songs of mediaeval Indian poets and 
saints, unconscious of their burden of beauty, 
naive and unadorned, ecstatical and tender, 
will get a true glimpse of the feeling which 
inspired this art It is Krishna-lila, it is Kabir, 
Mira Bai and Vidyapati m line and colour. 

0 

Until now we have been considering some 
traits of Persian cirt which influenced the 
Mughals , I have tried to indicate the individual 
contributions of the Mughals and mentioned 
their indigenous attachments and alliances and 
touched upon a few* of the similarities and 
differences existing between the Mughal and 
the Persian, on the one side, and, on the other, 
between the Mughal and mediaeval Hmdu 
art. This last point requires elaboration be- 
cause the approach is controversial and rests 
on contentions which have not been accepted 
by the more well-known writers on Indian art, 
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who have been most assiduous m dissoaatmg 
Mughal ait from the F^jput mamtainmg the 
supenonty of the latter over the former — a 
vain attempt for beauty has many facets — 
and have tned to trace Rajput painting to 
purely mdigenous induences 

It IS well known that after Ajanta we have 
no certam records of great paintmg in India 
hll its revival m the xvi century Attempts 
have therefore been made to fill up this hiatus, 
and smee Ajanta like Buddhism which m 
spired it, 18 not merely an Indian but an Asiatic 
heritage we have been told to look beyond 
our frontiers for the survival of Indian tradi 
tions, to Central Asia to China and to Japan 
But pamting followed m these countries the 
Ime of the evolution of a national art which 
assimilated foreign influences it was never 
imitative Tlie Indian influence is obviously 
undeniable but it was so deeply modified 
by counter influences, Turki Scythian and 
Chinese, that the resemblance between the 
pamtmgs of those countnea and our own 
mediaeval work is mdeed remote As 
this was undisputed it was postulated that 
Indian paintmg must have had a contmuous 
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existence m India, the records of which have 
been lost to us, lurking perhaps somewhere 
m mountain fastnesses, in forgotten provin- 
cial courts or in religious confraternities 
Then the newly-discovered Gujerati Jama 
miniatures were taken to be the missing link 
connecting Ajanta and Rajput work Hindu 
or Rajput mediaeval painting, as is well- 
known, is divided into two groups — Rajas- 
thani and Pahari, and it has been claimed 
that this division has been made solely for 
convemence of classification The difference, 
however, m the nature of the two schools, in 
feelmg and in the methods of solving 
the pictorial problems, is immense Except 
that both deal with analogous subjects, the 
line of demarcation between them is as clearly 
and deeply marked as between themselves 
and Mughal art The fact that Hmdu 
painters were responsible for their pro- 
duction IS of no particular significance since 
much of Mughal painting was also the work 
of Hindus A common religion professed 
by artists is hardly enough to unite such dis- 
parate artistic expressions into one group For 
the same reason, because Jama work was 
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done by Hindus and was inspired by Hindu 
religious traditions it is not necessarily olLed 
to pictures painted in other Hindu cultural 
groups Whoever has seen the Jama mima 
hires, their stolid composition, their crude 
contrasting colours their dullness and shyness 
cannot possibly mamtain that it was they that 
paved the way to that work vibrant with hfe 
and colour, which was produced m Rajasthan 
and in the Hills The utmost that might be 
conceded is that the hrm though unimagina 
hve, drawing which underlay Jama work and 
the iconographical types to which it gave 
currency may to some extent have influenced 
early Rajasthani pamtiDg as can be seen m the 
picture of a saint from Rajpulana of the early 
xvii century, but it had no eflect at all on 
the Kangra school In fact when you com 
pare Jama mmiatures with Mola Ram s worl 
or with other Hill pamtmgs, you ^vlll be con 
vmced that, if at all they had a very restnct 
ed sphere of radiation and although outward 
ly there may be pomts of similanty even 
Rajasthani work of the best kmd is absolute- 
ly unotfected by these drawmge of manonetles 
with sharp pomted noses m two-third profiles 
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It would be useful to consider briefly the 
character of the interesting Rajasthani school 
of painting, which grew and flourished m the 
Rajputana plains and which was one of the 
three important movements m the Indian art 
of the middle ages So much has been made 
of the undisputed charm and excellence of 
the works of the Hindu Hill painters with 
their easy communicability and quick, sensu- 
ous appeal that due attention has not been 
paid to Rajasthani painting, perhaps a little 
unsympathetic to the casual observer, but in 
essence vigorous and expressiomstic Roughly 
speakmg, this school has two epochs, the 
earlier bemg dramatic and gestural and the 
later, under court influence, tending to become 
hieratic and crudely l5a:ical. Crudeness is one 
of the glaring traits of this work, but such is 
the forcefulness of expression that the very 
defect becomes a virtue In fact, in sentiment 
and technique, it is nearest to modernist art 
movements because, like them, it encounters 
the aesthetic expectation with a blow, smash- 
ing It and then re-piecing it into an experience 
of Its own This wnll be evident from a 
strikmg picture from the xvi century repre- 
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flcnting one of the ragat reproduced by 
Coomataswamy m hia standard book on 
Indian and Indonesian Art, a close study 
of which will reveal to you the principles 
of this art * Though at first glance the 
composition appears simple much ingenuity 
has been expended by the artist m order 
to justify pictonally the horizontal gesture 
of the hand of the seated figure This 
unseemmg e^ortless shrewdness is one of the 
charactenatics of folk art and early Rajastham 
pictures m many respects approximate that 
kmd of art The sentiment is simple and 
naive but the execubon determined and auda 
aous unconsaous and una&aid of cnbcal 
standards, which prevail m sophisticated 
miliraifl and which impose on an artist s 
acabon hesitancy and nervousness The 
stylisabon of the tree with clambering sappy 
leaves apjjears m a form which must have 
become a popular convention smcc it is to be 
found persisting in uMny pictures of a much 
later date 

Perhaps with some show of justification it 
may be maintained of this school that, taking 


Pl«t« IxxzlIL 
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as it does its root in the Indian soil, rich in folk 
traditions and gestural in the bold spirit of 
Indian sculpture, it is independent of outside 
influence ; but this would be a superficial ob- 
servation, for, on closer scrutiny, it will be 
found that Rajasthani work, though to a lesser 
extent than Hill art, also belongs to the Indo- 
Persian family The first thing one should 
notice IS that the colouring has the same 
quality as in Persian painting, and, what is 
more, the technique of emphasising different 
planes with the use of lustrous colours, which 
is one of the characteristics of Bihzad’s school, 
is also employed here The palette of the 
artist, except in the black and the beautiful 
Indian red, which are obviously indigenous, 
is un-Indian, the ingredients used the same 
as in the list of Persian and Mughal colours 
and prepared in exactly the same manner 
The enamel-like surface of the pictures brings 
this school and the best works of Kangra 
nearer to thp Persians in colouring, than the 
art of the Mughals. One fact, however, is 
absolutely certain that Jama miniatures could 
have had no« influence at all on the colour 
scheme of thesp artists 
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The trees on the left of the picture also 
deserve attention the first cypress nearest the 
extended arm is obviously an Islamic contn> 
bution • Trees wth buibcms leaves figure 
more often in Flajastham work they are 
frequently met with m the folk art of 
most peoples We find them as far apart 
as Bengal paia and the Russian lahoks In 
very early Persian art, before Mongol influ 
ence had opened up for it new directions we 
find the same land of tree, evidently denved 
from Arab Mesopotamia There are several 
pictures of the penod of the Abbasids where 
such trees figure In one of them there are 
birds among the leaves The tree, as is 
well known, is an ancient Iranian symbol 
being the representation of Home the tree of 
life It ocxurs m that context m almost all 
the classical arts The birds seated among 
its branches derive from the anaent Iranian 
legend of the singing tree Rajasthani art has 
many pictures with this particular decorative 
detail It IS not suggested that the use of the 
tree shows a direct Persian influence, because 

* Cf tiiB ilylliiJ Qrpna lo tb Hcpqm of Sldl Youcaf Aduni 
at Calio laprodoeed In ibe claarical work of Prlao <r Avennea. 

II 
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the tree js found in nature everywhere and as 
a symbol is common to all the peoples of 
Iranian stock, especially among the Central 
Asian nomads from whom the Rajputs de- 
scend. It seems to me, however, that bulbous 
leaves with seated birds is an importation of a 
later date, contemporary with Mughal art, and 
that It was most probably borrowed from some 
early Persian book illustration 

My choice of examples having been 
limited to your text-books I shall refer to 
another startling picture * also symbolising 
one of the ragas, where the body is treated 
with that imaginative grasp of plastic forms 
which was the secret not only of the great 
masters of Indian sculpture but of those 
unknown inventors of the patterns for human 
figures which obtain in our folk art till to-day. 
But here I desire to draw your attention to 
another point, to the posture of the human 
figure stretched out at full length on the bed. 
It is well-known that during the Renaissance 
the reclining man or woman was treated icono- 
graphically m one particular attitude : the 


* Coomaraswamy Plate Ixxxvi 
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back used to be propped up on pillows or 
some other support and the head ^va 8 on a 
defimtely higher level than the stretched body 
In fact m many specimens the upper part of 
the body is drawn at almost a right angle to 
the lo%ver part In all cases, however the feet 
pomt m the same direction as the head This 
pose 18 excmplihed m innumerable pictures 
depicting the birth of Christ or of John the 
Baptist In instances of our own sculpture, 
such as the Dream of Maya or the one 
popularly known as the Birth of Krishna, we 
come aaoss analogous attitudes The colossal 
statuaries of the reclming Buddha in Eastern 
Asia as well as m Ceylon are treated somewhat 
differ en tly as the figures lie completely on one 
side, but m these cases, too the head is much 
above the level of the feet, which alivays pomt 
outwards m the same direction as the head 
A notable example of this last pose issaidtobe 
the huge Ranganadhan m the holy of holies of 
Snrangam The two postures desenbed above 
TDiast have be«i deduced from universafly 
accepted formulae, varied as the figure lay 
straight or completely on the side We notice 
this m an illastrated Persian ms of the Shah 
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The hiH side is peopled with monkeys 
^vho hsten to the important conversation 
taking place in the middle of the picture 
among human beings It is amusmg to 
contrast the solemn and responsible attitude 
of these monkeys with a Mughal illustration 
of the Anwar i Sohatli of Akbar s tune m 
which the same love of animals and observa 
tion of their plastic possibihties is manifested 
but where they are depicted m a playful 
mood 1 do not suggest any mfluence of one pic 
ture on the other but it is interesting to observe 
the tendency m Indian artists to invest animob 
with human qualities and m the Persians to 
infuse into human beings the spnghdy lithe 
ness and untowardness of animals A care 
ful student of Persian art will notice, for m 
stance how the antelope has been utilised not 
only as a model for the external details of the 
figures of boys and women but also for their 
suppleness and plastiaty Rajasthani art, 
more often than not strikes a portentous note 
but m Kangra we meet again the Persian love 
for moulding human figures in terms of sym 
pathetically observed aminal life This parti 
cular picture has however, been ated for 
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another reason : the undisputable Persian land- 
scape in the Jammu picture of the smaller hill, 
with its cypresses as well as the Persian 
convention of the xvi century, often adopted 
by the Mughals for the shape and the divi- 
sion of the larger hill. The sea too derives 
from a manner introduced by the Mongols, 
which one notices m those rare pictures 
where seas figure in Persia down to the xvi 
century. 

Jammu is one of the centres of Hill paint- 
ing but the school best known and worthiest 
of appreciation is the one which had its home 
m the Kangra valley. Whilst Rajasthani art is 
founded on hard, manly lines with a vigorous 
message, here there is fluency and emotional 
mtensity. No two schools dealing with a 
similar subject matter stand so far apart. 
To illustrate the nature of Kangra work and 
its chciracter of cultured folk art, to which it 
contributes but from which it is not derived, 
one might take the famous picture of the late 
xviu century of homing cows, which used to 
belong formerly to Dr. Coomaraswamy and is 
now at the Boston Museum. The draughts- 
manship here is of the most sensitive and 
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the treatment of the pictorial elements is so 
rehned as to elevate it to the level of gemns 
Kangra is best known for its sinuous Imes, 
for a brushwork much freer and bolder than 
of the Mughals but of the same calLgraphical 
nature, manifestly more lyrical m mtention 
and m the majonty of cases, more brilliant 
m execution The colouring m the pictures 
of the xvm and nx centimes is Persian 
and some of the decoratn/e elements are 
traceable to the same source Attention may 
be paid on this count to a Kangra picture of 
the end of the xvui century m the Bntish 
Museum • The central figure holding m her 
right hand a scarf extended hehmd her 
belongs to the type loved of the later Kangra 
painters short-statured with a drooping nose, 
elongated eyes and a broad face m profile 
Two balustrades* also largely used by the 
Mughal pamters, one m the foreground and 
the other to divide the picture mto two are of 
Persian ongm But the most striking borrow 
mg IS that of the leafiess flowering tree at the 
nghthand comer a frequent decorauve feature 

* Reprodoced unonf otten hy StclMuktoo, PL xer («) 
entfiUd TL* Ladj wltL ■ Rad SLawl 
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in Kangra pictures, from the Timurids and 
Bihzad. 

Coomaraswamy says that these pictures 
in the bazar of Amritsar are known as 
“tibati/’ There is probably more in this 
than mere ignorance of their origin. The 
felicitous brushwork of this school, the lines 
rounding off the image m an accelerated 
tempo, seem to be due to the influence 
of China which had penetrated directly 
to these hill regions from the North and 
indirectly through Persian painting, of which 
the quick elastic line is also one of the most 
valued acquisitions. The art of Kangra, 
therefore, because of influences from devious 
routes, IS more akin to the Persian and the 
Mughal than it is to the Rajasthani, though in 
some of the earlier pictures there is some 
resemblance between the expressive art of 
the Rajputs and the Himalayan painters, 
before they had attained to perfection of 
technique and come into their own m the xix 
century at Kangra. 

When analogies and frank borrowings from 
Persia may be maintained in the Hills, it is 
the more natural that there should exist much 
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resemblance bchsccn RnjMlhani work and 
that of the Mughals since both these branches 
of Indo-Persian painting grew in action and 
reaction to each other That Mughal painting 
IS founded on Persian conventions is un* 
disputed therefore Hindu work when it is 
analogous to it cannot claim to have had on 
entirely mdividua] Lfe Innumerable examples 
may be adduced from the books I have chosen 
for your convemence as being readily available 
to prove the resemblance Take for instance 
the famous Jaipur cartoon of the xvin century 
depicting the head of the Dancing Knshna 
The dta^v^ng here is extremely simple and 
synthetic which would appear to be a parti- 
cularity of Hmdu technique Besides the use 
of large de co r a tive ornaments on the dress and 
headgear assimilates the picture to n placard a 
kmd of art foreign to the Mughals who avoided 
large-sized draiving Yet we find that this pic- 
ture and there ore many of its kind, possesses 
a counterpart man enrberwork under Aurong 
zebby Muhammad AfznI which depicts a young 
Gujrati woman The clich6 seems to have 
been m vogue, both amongst Hmdus and the 
Mughals, before the Rajput painter of Krishna 
12 
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attempted his masterly work. The same can 
be said of the pictures from the Heroine series, 
which was a theme loved of Rajput artists. 

In this connection one might notice the 
night scenes which abound in the work of 
Hindu painters. A peculiar convention is 
used though there is darkness all eiround, 
the faces of the personages are as visible 
as by daylight. It is argued that this is an 
Indian innovation, and is often used to prove 
the disregard by Hindus of realistic situations. 
As a matter of fact, in almost all of these 
pictures, and some of them were also done in 
Mughal courts, there is always a light thrown 
from lanterns, torches, the moon, zigzag 
lightning, to illumine the faces, so that a 
justification of the visibility is attempted. This 
claim of the historians of Hindu art is not quite 
maintainable. The Persians had employed this 
convention eeirlier and it was from them that 
Indian mediaeval art borrowed it In the 
same ms. of the Shah-nameh of the xv cen- 
tury, to which I have referred, there is a 
picture\ of Rustem rescuing Bizhan from a 
dungeon. The hero is standing at its mouth 
looking ^pwn mto it and a block arbitrarily 
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remoTcd at the bottom of the picture reveals 
the prisoner, reduced to a skeleton, but visible 
m every detail as m stark daylight This 
too IS a night scene which is suggested by a 
cluster of stars and the young moon Though 
every -face is clearly visible, there still lurks 
m the texture of the landscape a sense of a 
cold deep dflikneata The dehancc of realism 
IS one of those deliberate escapes which great 
artists m all climes have sought m order to 
obtam an untrammelled scope for their creation 
It sf^rms to me that to mmninin the utter 
independence of Hmdu art from the Pasian 
u a stnkiug instance of how cultural history 
is sometimes confused by narrowness and 
sentimentahty The advent of the Mughals 
was as momentous fca: the mediseval art of 
India as that of the fCushans for the classical 
penod It opened the way for international 
contacts broke up dry traditionaham, intro- 
duced a creative leaven mto Imjiap life 
Mughal tolerance, reasonableness and tact 
founded an appropriate atmosphere for the 
growth of the arts Thors was an epoch fat 
revelations and recogmbons The m gnifirjinr^ 
accorded to painting m the Mughal cpurt^ 
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a Timurid tradition (for, even in Timur’s 
time, the most highly-prized present to the 
conqueror was a Chinese picture), caused 
the feudal Hindu houses, whether aligned 
with or against the new dynasty, to extend 
patronage to their artists and craftsmen. 
Moreover, paper of different kinds for paintmg 
was introduced by the Mughals from Persia 
and this comparatively uncostly material gave 
the Rajput artists a fruitful opportunity for 
experimentation which was denied to them 
by the very nature of frescoes. Specific Persian 
pigments, such as the blues of lapis azuH 
and the yellows of orpiment, were also 
imported from that country and the depth 
and livelmess of Rajput colouring, except 
where the origin is frankly indigenous as 
during the ‘ ‘ barbaric ’ ’ period of the Plains 
painting, alhes the latter to the Persians 
more than to the Mughals, who employed 
soberer colours. The greatest contribution 
of the Persians to Hindu art, however, besides 
the accelerated line which might also have been 
derived from folk art, was the communication 
of a sense of design, of the preconceived 
pictonal design. The Persians are amongst 
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the great masters of design in tKe \s'OTld and 
the complete control of the pictorial rhythm 
by the f^jputs under most difficult conditions 
IB to be traced to their example# smee Jama 
work deals with static situations and is there 
fore stereotyped and iconographical 

At this pomt u IS necessary to clear up 
the different connotations the word 'mllucnccs 
has m art history The most easily per 
ceivable influences ere m the cases of copies 
or adaptations of identical themes %vith 
great resemblances m the rcpresctitaUon 
Few instances of these occur among the 
objects that have attained the status of art 
Influences are also detected when certain 
decorative details such as cypresses large 
beads bulbous leaves, etc « or decorative 
arrangements such os the Persian garden 
rectangular carpets etc , ore transported from 
one art group to another m recognisable shapes 
The former point to an adoption of objects 
of material civiliZBtion which is of more 
mterest to archaeology than to nit , the latter 
reveal the use of certam conventions which 
have been deemed pleasurable and artishcally 
satisfactory This last is of the domanx of 
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art history. .Within this class also fall those 
reahsations m plasticity, such as, the woman 
m a lying position, which one cultural group 
borrows from the iconography of another. All 
these, summed up m the words ornaments 
and motifs, are easily visible to the eye and 
when such influences are pomted out there 
can be no doubt of their validity. Art history, 
however, is more mtimately concerned with the 
problem of forms, their conception and realisa- 
tion. Now, forms have no meanmg unless they 
are exteriorised m space with the help of ade- 
quate techmque. Significant form is the artist’s 
vision reduced to hne, colour, movement m 
the best possible way. At the moment of 
creation the artist is one with the object to be 
created and with his material and yet he is 
himself and the object is itself , he is aware of 
the extemahty of the object and at one cind the 
same time is conscious of his capacity of 
translating his vision by techmcal means mto 
form. So influences of techmque are more 
important than ornaments or motifs as they 
make an mcursion into the very nature of 
the art. When we say that an Indian 
artist pamts under European influence we 
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do not mean tkat we find m his pictures 
European furniture or European decorative 
ornaments only We mean that the structure 
of his forms the disposition of his pictonal 
elements the means he employs for realising 
his artistic purpose are European The 
subject matter of a picture is no mdication of 
style or school Europeans may pamt 
Indiana die Persians and the Mughals did 
pamt a number of Europeans The Hmdus, 
on the other hand filled then pictures with 
architectural and fioral elements with which 
they were most familiar Their themes, loo 
were drawn from dieii mythology and 
legends the ethnical types they pamted 
belong to the regions where they flourished 
But therr manner of realisation whether m the 
technique of the laymg of colours m the cohe- 
sion of design where all fantasy and truculence 
was subjected to a disciplined pictorial end 
and even m the structure of then forms ^vBs 
Persian You will notice that on all coimts, 
though they be of varying degrees of import 
ance for art history, Rajput art stands a 
ddator to Persia 

Why should the recognition of foreign 
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influences be a disparagement of any art ? 
There is no great art in the world, however 
individual it might appear at first sight, the 
Chinese, the Achaemenian or the Egyptian, 
which IS not composite and where other races 
have not contributed to its development. A 
virile artistic milieu absorbs foreign influences 
and adapts them to its own needs, impressing 
on them the hall-mark of its national genius. 
It is only at the begmnirtg, or in effete socie- 
ties, that foreign influences have a disintegra- 
> ting effect. One can go further and maintain 
that all authentic art with an intense human 
appeal must necessarily be the product of 
several counteracting influences. Because 1 
believe in this, I have attempted to focus your 
attention on three branches of Indo-Persian 
art which came into being as the result of the 
collaboration of the two great peoples of India 
and which an enlightened orgamc society of 
patrons and connoisseurs have left to us as 
one of the most exquisite legacies of our 
pEist 



A NATION S ART 
I 

Before dealing with the main theme of roy 
talk, It may not be out of place to speak to 
you about the word * Art which Ggures in 
Its title In common speech art is an ex* 
tremely elastic and vague term apt to be 
appLed to such varied human activities as 
pamting cooking, to the way that one makes 
up one 8 face or even to the manner of telling 
Lea Common speech, however is a reflec- 
tion of common sense and the essential 
meaning of this word, ns understood by 
specialists, is not so very different from what 
It connotes m everyday use For, in both 
cases. It suggests sbll in the nttamment of an 
end and implies a sort of perfection when 
that end has been attorned In the language 
of those who have made a special study of 
art the word for the vanous ways in which 
skill IS apphed is ‘techmque and that for the 
various shapes which the attempt at perfection 
assumes is form Art objects, thus, are the 
13 



union of these two, technique and form, and 
art study consists in following their evolution, 
their interrelation and interdependence The 
one cannot exist without the other ; technique, 
which fails to realise satisfactorily the intui- 
tively apprehended or the preconceived form , 
proves incapacity in dealing with the material 
of art, whether it be stone, voice or the 
human body; form, however marvellous in 
conception, is a chimera of the brain unless 
reduced to something tangible, audible, or 
visible. 

What objects then produced by human 
endeavour can be called works of art ? What 
' are their essential characteristics and how are 
they to be distinguished from other objects ? 
Or m other words, why is the status of art 
accorded to a certain category of objects and 
demed to others ? The answer to these ques- 
tions must be very complicated and I shall 
try to give it to you in as simple language as 
possible. The difficulty m ascribing, let us 
say, a picture to “ art ” is about the same 
as when one calls verses “literature.” Art 
criticism finds itself involved in the same 
difficulties as literary criticism In both cases 
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attempts have been made to find certam objec 
tivc standards but basing oneself on common 
expenence, it has been mamtamed that we lila 
a poem or a picture mainly because of its appeal 
to our personal emotions Nevertheless the 
quest of art (the word is employed here m its 
narrower application to the figurative arts) and of 
hterary criticism is of great importance, because 
after the elimination of the subjective element, 
we discover that our tastes react more or leas 
uniformly to poems or pictures, which possess 
certain inherent virtues One of these and pro- 
bably the most impartant, isthatquabty which 
makes us feel the technique to be perfectly ade- 
quate to the realised form In the case of a 
poem this would mean that the succession of 
words then significance and their movement 
which we call rhythm are the best possible for 
the ex pr ession of the emotion, which is the 
subject matter of the poem In pam ting we 
would say that the colours the deposition of 
the pictorial elements m space the arrangement 
of the F>artB mto a pictonally mtelhgible 
whole that is the composition, which is a 
frame-vrork of Imes and volumes m varying 
mterrelationa have been used m the best 
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possible manner for the expression of the 
painter’s intention. Perfecrion of form has 
been aimed at and achieved with the help 
of technique 

A second characteristic of a work of art is 
its utter uselessness, because it is the product 
of a perfectly gratuitous activity m man. The 
first painters of pre-historic times, impelled by 
an urge for representation, as children are, 
recorded their impressions of animal life on 
the walls of caves These, as in the drawings 
of the Altamira caves m Southern Europe, 
show a keenness of observation and a mastery 
of the expressive yet economical line such as 
has been rarely surpassed by later painters in 
civilized society This work was perfectly 
useless but not purposeless The contrast 
between these two expressions should be 
noticed. The primitive man believed in the 
magic quality of his drawings and hoped that 
the animals he represented would fall a prey 
to him and satisfy his hunger ; the only pre- 
occupation of man in these very early days 
being the fulfilment of this one need. So it 
might well be asked if the primitive man had 
a purpose, why should his activity be termed 
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gratuitous You would be m good company, 
for no less a person than Anstotlc divided the 
arts into utUitanan and non utilitanan putting 
under the first head cooking, architecture, etc , 
and under the second music, sculpture and 
dancing, m so far as the last is for the delight 
of the eye and not for bodily exerase At first 
sight, Aristotle s contention appears correct 
and the view about the utter uselessness of the 
arts seems to be an un)ustifiable straining after 
ongmahty for how can one a£rm that cooking 
which IS for the purpose of feedmg us, or 
architecture which is for housing us, is use- 
less? One may go further and argue that 
even music, sculpture and danemg serve a 
useful social purpose because they afiord us 
pleasure and distraction These are indisput 
able facts Nevertheless on close scrutiny, it 
will be found that cooking and architecture 
viewed as fine arts do but madentaDy fulfil 
their utihtanan ends The chief mm of fine 
cookmg IS to afiord pleasure to the palate and 
not to fill the stomach that of architecture is to 
satisfy our sense of proportion and decoration, 
to delight us by the architect a mventive- 
ness in so deftly solving the problem of 
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limited space as to meet our housing needs 
and in placing our buildings in a satis- 
factory relation to the surrounding landscape. 
His activity is of the same nature as of the 
Indian or the Chinese potter, who produces 
things of beauty that serve a useful purpose , 
m the process of the making, however, though 
the element of usefulness is ever present m 
his mind, his bemg, if he is an artist, is con- 
centrated on the creation of a form, which 
would impart a quick feeling of pleasure. It 
is obvious that a pleasure-giving form has no 
reference to man’s practical needs m the 
future; being exclusively for immediate con- 
templation and enjoyment in the fast-dissolv- 
ing present It is this feature of works of art, 
which distinguishes an artist’s achievements 
from those of a scientist. Had an artist never 
existed, material civihsation would have still 
gone on We would still have had houses 
and cooking pots. Even in our conduct there 
would have been httle difference, for we would 
have conformed exclusively to religious and 
social demands Only the flush of joy at the 
sight of beauty, which makes us live keenly 
and sensitively, would have been absent. The 
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exigent aesthetic expectation, the satisfaction 
of which IS a need as urgent as any m the 
moral world, would have been left unfulfilled 
A third reason why a given object is class 
ed as a work of art is to be found m the fact 
that it has the sanction of history behind it 
From time immemorial we have sensed even 
when %ve have been unable to express 
it clearly, that certain objects conform to 
our taste In other words, by then shapes 
they satisfy our feelmg for beauty because 
they come up to certam standards evolved m 
the course of the histoncal development of 
our country, our commumty or our social 
group These objects represent traditions 
that have stood the test of time and have been 
foimd aesthetically saHsfactory The com 
munity has groped amidst varying forms, 
which nature suggests, and settled on parti 
cular ones as answering to something very 
deep and mdefinable to a vision of beauty 
coimected darkly and mtimately with its 
blood, Its geographical environments, its 
peculiar histoncal desbny This particular 
vision of beauty of a cultural group g^ves 
nse to what may be called a nation s art , 
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the word ^nation’ is being used here to mean 
not a political but a cultural unit. Now, 
of all the words in any language beauty is 
the least capable of definition or description. 
In fact, it IS this very quality of indefinability 
which constitutes the essence of beauty 
Beauty has many aspects, and each nation has 
chosen the one aspect which most fulfils its 
aesthetic need in the same way as, after experi- 
ments, It has fixed on specific national dishes 
to satisfy its appetite The choice in both 
cases has been made with due regard to 
climatic, geographical and social factors and 
m conformity with the lines along which a 
particular national civilisation has grown. 
But as we have individual preferences for 
certain lands of food, hunger being a need 
capable of being fulfilled in many ways, 
so individuals and nations have preferences 
for certain forms to satisfy their aesthetic 
hunger. Beauty is therefore not the exclu- 
sive possession of any one cultural group 
Whenever the aesthetic activity has achieved 
success, that is, whenever the technique was 
completely adequate to the ends it desired 
to achieve, beauty had its birth. If you 
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understand this you will realise how unreason- 
able It IS to place the art of one nation over that 
of another Unfortunately, it was the general 
practice of art historians, till about thirty 
years ago to rank the art products of nations 
as they approximated to the Greek ideal of 
beauty or fell short of it There can be no 
doubt that the Greeks because of the masterly 
treatment and high quality of their sculpture 
of the best age hold a pre-eminent position 
m the history of art in the surface and the 
texture of thar work they have been rarely 
surpassed As they were concerned mostly 
with the beauty of the human body then art 
18 intelligible and easily appreciated If you 
analyse the praise that is lavished on them 
and which they nchly deserve you will find 
that the appreciation is due to the fact that 
they have been successful in attaining then 
end which m their case, was a particular 
conccpbon of the human form with the help 
of a perfectly adequate technique We have 
thus always to seek the end particular cultural 
groups have m view and the manner of its 
reahsaUon before we can speak of the ex 
cellence or otherwise of works of art It 
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rash to attempt to define the ends which 
nations have aimed at attaining in their 
art Yet a cursory view of the world’s art 
will convince you that expression, which is 
the active form of beauty, differs in the 
products of each country Thus, whilst the 
Greek desired to raise man to divinity, in 
Indian art we have the reverse process of 
dealing with gods engaged in human actions. 
Hence, Greek sculpture is comparatively 
static and Indian sculpture pre-eminently 
dynamic The different ends followed define 
the contrasting forms of these two arts. 
Whilst the Greeks have treated their models 
with poise, restraint and an accurate know- 
ledge of anatomy, superb in the command of 
technique, the Indians have achieved an 
amazing plasticity of form, defying anatomi- 
cal limits and displaying the most adventurous 
possibilities of the human body The purpose 
of the Egyptians was to work for eternity ; 
the Chinese and the Persians aimed at 
exquisiteness and the refinement of the senses, 
the Iranians at monumentality. Every nation 
thus has a peculiar artistic profile of its 
own, modified and changed in some respects 



A nation’s art 


107 


because of aurenta and cross currents of 
mfluences and yet true to the fundamental form, 
which embodies the national vision of beauty 

II 

I have already discussed certam traits 
which characterise works of art and men 
boned that one nabonal art differs &om 
another according to the ends it mtends to 
achieve and that therefore one can never 
maintain the supenonty of the art of one 
cultural group over that of another I have 
attempted to show that Greek art perfect as 
It is m its own way, cannot be taken as a 
standard by which to judge the art products 
of countries for whom beauty meant move- 
ment, exquisiteness or monumentahty Now, 
the ends that a nabon strives to attain result 
froin certain condibons under which its 
parbcular avihsabon has grown These ends 
are limited by geographical factors among 
others For instance, m regions where there 
are stone quarries sculpture is always to be 
found Form thus, is Qlwa3r8 conceived m 
relabon to the material at hand and with 
regard to the difficulty or ease m the 
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manipulation of that material. Hence, problems 
of technique are ever present in an artist’s 
mind limiting the vagaries of his phantasy. 
The creative artist is hemmed in also by other 
factors, equally important. He is a member 
of a society and, like other members of it, a 
product of Its evolution He has the same 
preferences and prejudices as they. Whether 
impelled by a pure urge for airtistic creation, 
by vanity or by commercial interest, he is 
obliged to take into account those standards of 
taste, which are embodied in a society’s art 
traditions. Even when he is an innovator, as 
many modernist artists in Europe are to-day, 
he cannot escape the shackles, because he either 
experiments in the traditions of other countries 
in a spirit of eclecticism, or he attempts to 
create newer interrelations of lines and 
masses, sometimes m utter disregard of natural 
forms But he is always subservient to aesthetic 
doctrines which are authoritative in certain 
social milieus composed of patrons and 
admirers m his own cultural group or in 
other groups outside with which he has 
affinities and in the traditions of which he 
participates. 
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The most revoluhonery creative pamter 
m his most sensational phases, when he is 
striving to impose on us new troditions by 
forang apparently mcoherent elements mlo 
a pictorial whole, is as fettered by the 
nature of his matenal and by prevaiLng soaal 
and economic considerations as any traditional 
artist He is like those bold legendary 
■wamors in Chinese annals who cover their 
faces with fnghtenmg masks and paint then 
bodies over with dragons m order to terronse 
then opponents and effect then rout but 
behmd all this homble paraphemalm there 
beats a delicate Chmese heart What can 
be claimed for the modernist artist, whether 
he be a cubist, a suprematist a namst a 
dadaist, is that he is perhaps more sensitive 
than others to the changes that unperceptihly 
are often taking place m the national taste 
In this he is not so different hrom that 
much-despised philistine, the businessman, 
who IS equally alive to the comraercml advan 
tages of newer demands In fact the world 
of art at any given period m all countnes 
may be compared to a large furniture work 
shop where new shapes for chromium plated 



110 


PREFACES 


chairs, with the seats in unexpected 
angles to suit the vagaries of the modern man 
or woman’s figure, arc being fabricated side by 
side with sofas m an ancient style appropriate 
to the period of crinolines and good manners 
The contrast, thus, between the modernist 
and the traditionalist is not so very marked 
as is often made out to be Both types have 
always existed at one and the same time in 
a nation’s art history and both have produced 
works in order to supplj' aesthetic demands. 
Only one tendency has represented a more 
prevailing current of taste with a larger appeal, 
whilst the other, perhaps a more vigorous 
cross-current, accepted and sensed by a select 
few The thing to notice is that both kinds 
of artists in their creative moments cannot 
but repose on the flowing stream of a nation’s 
cultural life 

There is a common misconception, en- 
couraged by modernist theorists of arts, that the 
so-called traditionalist is not free in his crea- 
tion. But a nation’s artistic tradition is of 
many kinds and variety and an artist always 
does exercise his freedom of choice m taking 
only that which is most suited to his tempera- 
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ment You will see that withm the lines 
laid down by tradition he can fully exercise 
his individual creative powers producing 
thereby variations of current forms It is not 
necessary to roam all the seas to discover the 
marvels with which the world abounds « there 
IS enough m a flowering lane to content the 
heart of man The limits of traditional art 
have never stood m the way of a great creator 
impressing his mdmdual genius on his works 
You have only to look at Early Christian art, 
which flourished m the courts of Byzantium 
to And how hierabc fonns» sanctioned by 
rehgious usage undergo variations m objects 
of silver, ivory wood and chiefly m painting 
and mosaic, notwithstanding the decorative 
rigidity of then contours You can sec m 
the Hindu sculptures at EUora how the 
dictates of icooographica] texts have been 
observed and at the same time violated by 
masters who have made of these caves one of 
the most marvellous temples of human talent 
We have seen that both the innovator 
and the conservative artist defiend on national 
traditions and contribute to national art I 
have tried to show that traditions of art do 
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not necessarily hamper creative freedom, nor 
do they interfere with individual expression 
when it is forceful and bears a message of 
its own. National taste in a vital society is 
never static ; it IS always changing and is being 
modified by internal and external influences. 
The thing to remember is that changes in 
artistic traditions in a living society do not 
bring about fundamental modifications of 
those characteristic forms, which reflect the 
national vision of beauty. They arc more 
in the nature of adaptations or adoptions freely 
made without constraint of any kind. If 
the adoption takes place at a time, when 
society is lifeless and therefore certain art 
forms can be forced down on it from above, 
because they are invested with the glory of 
military conquest, they never become integral 
parts of a national heritage, but remain 
foreign and irrelevant Take the case of 
Hellenistic art which, after Alexander’s con- 
quests, spread over the whole of Asia. In 
Gandhara and north-western Punjab it was 
wholly unsuccessful despite the fact that it 
dealt with Buddhist, that is Indian, themes, 
because these traditions never touched the 
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Indian unagin&tion The technicjue and forms 
of Helleniftic art were adopted because it 
en)oyed a great prestige in Indo-Greek courts 
but the soacty that accepted it vvas uncreative 
In Chmese art on the othrf handi where 
these very traditions were freely incorporated 
as a part of those mSucnces Iranian Nomadic 
and Indian, which infiltrated from Central 
Ana, they gave remarkable results m the 
marvellous sculpture of the T ang dynasty 
after about four centunes of Gandhara In 
India Itself these very Hellenistic traditions 
were imported to the South from Alexandria 
by the sea route and accepted by a Irving 
society The result was the stone-reliefs at 
Amaravah, vibrant with life and ingenuity 
contrasting so favourably with the dull 
stereotyped work of Northern India 

It does not depnve an art of its virtue if 
modificahons are brought about m it by 
foreign mfiuences In fact, tbe greater the 
number of mfiuences m an art the larger its 
human appeal There arc periods when 
national art reaches a pomt of deadneas and 
d^sases itself mto fonnahsm At these 
moments foreign conquests bringing in their 
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train the possibilities of international contacts, 
revivify it. India has been extremely fortu- 
nate in this respect. At the beginning of the 
Christian era when it was degenerating into 
discursiveness and monotony, the Kushansj a 
nomadic Iranian dynasty that had ruled in 
Bactria, appeared on the scene with a baggage 
of Central Asian nomadic and Hellenistic 
traditions and, with the help of a new set of 
Buddhistic symbols, helped to create a conti- 
nental art of Asiatic significance, which was 
founded on indigenous forms that had been 
overlaid by Hellenism. In our middle ages, 
likewise, the Mughals infused the apathy and 
dryness into which Indian traditions of 
painting had fallen with a magnificent urge 
and contributed to the birth of Indo-Persian 
art, Mughal and Rajput It is my belief 
that a national art can be vigorous and 
effective only when it has the courage to 
accept freely adaptable foreign influences, and 
is vital enough to assimilate them to its own 
artistic needs, 
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An individoal exhibition of the \vork of 
J&niim Roy is an event of high importance m 
the world of modem Indian art Recently 
some of his pamtings have been shown m 
* otnnibos exhibitions in Calcutta and though 
they were given the place of prommence and 
honour they deserve because of then distmc 
tivc quahty, the impression left with one, who 
had to ^vander through gallenes encumbered 
with mediocre pictures, is not conducive to a 
proper assessment of that forceful expression 
which IS pre-eminently his contnbulioD to the 
art of to-day To be ablet o fully appreoate 
bis work and gam that totahty of aesthetic 
cxpenencc which denves from a consistent 
ensemble, created by a talent vigorously 
smeere m relation to Itself one has to visit 
as some of us have been pnvileged to do 
his modest one-stoned house at Baghbazar» 
where hia large panels m their proper setting, 
fulfil an almost erchitectomc purpose In this 
exhibibon one may review the entire range of 
his production, mark the diEerent stages 
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where he has tarried on his way to an un- 
disputed maitrise and discover that tenacious 
artistic will which he has exercised since the 
earliest days No patronage came his way 
durmg the period of his struggle, when he 
was treated as an unlettered outlaw by 
oracular dilettantes, who utter final judgments 
on art products in our town When recogni- 
tion came, as it has to-day, unfortunately 
more for the stubborn and uncowed in- 
sistence of his artistic method than for his 
achievements, he is already advanced in age, 
a self-effacing, meloquent man, whose most 
fruitful years of creation now he behind him. 
No pamter in India, to my knowledge, 
has lived in such concentrated seclusion, in 
such unshared communion with the object 
of his quest. 

An artist’s life amongst us to-day is not 
an easy one ; in almost all cases it has to be 
lived in silence and discouragement, un- 
dowered by recognition, an outcast’s life in 
which the fact that his activity, by its very 
nature, is gratuitous is proved to him to the 
hilt. How can it be otherwise Those who 
have money attach no value to art products ; 
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those who would like to encourage the produ 
cere of art have no means Even the acquisibon 
of ofajecta of art or ita patronage, for the sake 
of soaal prestige which is practised not only 
by the Europeans but %vas a habit m the East 
m places where a high bourgeoisie flourished 
as at Pergamon during the Hellenistic period, 
or amongst us tmder the Sungas, to name 
only t^vo instances^ does not obtain any more 
Moreover, as far as painbng is concerned, the 
hanging of pictures withm frames m rooms, 
when no organically decoxabve end is served 
IS not m the Indian tradibon Only those 
who live like Europeans take to it but in 
their case the cheap oleographs of Bcnbmental 
landscapes and espeaally of gross nudes, 
hawked m the s tr eet s of Calcutta emd 
Bombay are prefened to nabve products, 
more parbcularly if they seem to bear afii 
nity to mdigenous forms For probably no 
social miheu ensta anywhere m the world 
which can compare vntK those umntelligent 
Indo- Anglian cotencs, with which our larger 
towns abound, for pretenbousness a nd for 
want of sympathy and understanding Un 
cultured m their tastes because th^ lack 
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visual experience of the best products of either 
western or eastern art, nurtured in the most 
facile forms of lower middle class European 
civilisation, they are harshest in their evalua- 
tion of work like Jammi Roy’s, in spite of the 
fact that it can be justified by modern, if not 
modernistic, art theories, prevalent in those 
very countries where they have lived lives of 
superficiality and Ersatz. 

Under these conditions Jammi Roy has 
had his full share of neglect and bitterness. 
Few know of the vicissitudes of his career as 
an artist, tinged as it is with a deep personal 
tragedy. For years he was held to be a crank, 
a rebel against the Bengali revivalist move- 
ment, a fanatic m vam pursuit of origmality. 
These accusations are not without some 
foundation, for as an artist he has really had 
momentary aberrations. He did once take up 
with the others painting in the Bengali School 
and produced pretty pictures with weak lines 
and sentimentcJ colouring. It is perfectly 
true that he is a fanatic — relentless, narrow, 
intense — working with one unique aim, and 
that is to achieve complete control over 
technique for the fulfilment of his artistic ends. 
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The path he has pursued u that of all authen 
be artiata in all flgea and the resiJt has 
been that he has reached a standard of 
draughtsmanship unattained by any pamter 
m India mcludmg the best known amongst 
them 

The very nature of Jammi Roy a work 
precludea a generality of appeal He cannot 
be easily appraised by laymen particularly as 
the entire trend of his life both as an artist 
and as a man has been m the dneebon of 
evading popular approval At the same 
bme together with Nandalal Bose, he has 
always been enthosiasbcaliy admired and ells' 
cussed by those who arc mlcrcsted m the 
handicraft of pambng and m the forms of our 
cuibnal renaissance He is pre-emmently an 
artist 8 painter His more famous contem 
porary both pupils— but how different? — of 
the most enlightened of our pamters 
Ahanmdranath Tagc»e, because of the variety 
of his technicfue and the larger diapason of 
his mspirabon has compelled even people 
who are generally mdiffcrcnt to art to appre- 
ciate him Nandalal Bose a fre- 

quently reflect moments of our cultural 
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preoccupations. But Jamini Roy paints in 
timelessness. His pursuit, so undauntedly 
followed, is after expressive form, shorn of 
imco-ordinated irrelevancies, a seeking, like 
Cezanne’s, after the inherent idea of the object 
distilled from its concreteness. The most valu- 
able experiments in this exhibition point to that 
singular goal. No artist in India of our day 
has been so obstinately and consistently 
obsessed with the fundamental problems of 
art His work, except in the last phase, and 
that too to the extent I shall indicate, is totally 
empty of any topical or illustrative content. 
It is for this reason that his admirers have 
always thought that once he should be afforded 
the opportunity to paint frescoes m a temple, 
built according to his own design, because, 
durmg the years of his work, he has developed 
an exceptional sense of the structural m art. 
To-day he has settled on the simplest com- 
positional scheme remmdmg one of the early 
Rajastham pamter and, like him, he has dis- 
covered the possibilities of plasticity m appa- 
rently rigid forms. Like him, too, at his best 
moments, he attams, with the simplest of 
means, to dignity and the monumental. 
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In Lia younger days like all the students 
of the Gdcutta School of Art of the tune he 
had tned his hand at European technique 
This exhibition which represents all the direc 
tions he has foUcnved has several specimens 
of that penod His early trammg in Ehnopcan 
academic tradition coimts for much m the 
further grcnvth of his art though this would 
be refuted by some of his more enthusiastic 
admirers It seems a mistake to deny the 
importance m the work of modem Indian 
artists and even of those of an earher date, 
of essays m the realistic method as an essen 
tial for that disapline and technical e^aeni^ 
on \sdiich then* maturer Nvorks with another 
mtcnhon are ultimately founded Though 
Jammi Roy m these early pictures of hra was 
weak in colouring European tmdihonal pamt 
mg undoubtedly taught hun that sureness of 
the dra^vn Ime which makes his best work 
live TTiere are also several mteresting at 
tcrapte at impressionism some of them of a 
stnkmg nature as for instance the portrait of 
a seated man m black clothes with a flat 
turban or the European dame with a square 
figure where the features arc not drawn It is 
16 



122 


PREFACES 


rarely that one sees, in India, paintings m the 
foreign manner of such quality. One wonders 
what models’he had fed his eyes upon, consider- 
ing that we hardly ever get, not of course the 
originals, but even the reproductions of con- 
temporary work in Europe. We have to trace 
his understanding of the movement to a 
remarkable gift for intuitive insight into the 
doctrines lying at the base of divergent art 
manifestations which, equipped as he is, he is 
incapable of formulating or interpreting in- 
tellectually. But the indefiniteness of impres- 
sionism was alien to Jammi Roy’s temperament ; 
what he acquired from it was the knowledge 
of the suggestiveness of shapes, economy and, 
above all, the habit of rapidly fixmg on the 
contours of nascent ideas before they became 
stale and formless 

Oft further acquaintance with modern move- 
ments in Europe he must have come to know the 
post-impressionists and Picasso, also perhaps by 
chance, for some of his pictures of that period 
are remmiscent of them, particularly of Picasso 
of the epoch, when he had left balancing 
between the fascination of popular illustrations 
and the religious path^tique, and entrenched 
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himself m the generous classical line, almost 
imbearobly mlcnsiCcd by the use of n single 
tint To the post impressionists, opart from 
a ngid selecUvencss and on austere climma 
tion of the unnecessary, he is linked by nc\cr 
being able to leave the representational for the 
schematic As much as they he is cnahacklcd 
by the inevitable coherence of natural appear 
once even at those moments when the 
vibrant hnc ^^•ould suggest the urge to rc- 
piccc appearance m piclonaily a more signi 
ficant design That temptation has surely been 
his as U had been of the post impressionists, 
especially of the early D6ram of the period of 
the red brown and black outline, \vilh whom, 
unkno^vn to himself he has many affinities 
but neither of them dared wholly to yield to it 
because of a survival of academism m the 
consaousness, even at the freest momenta of 
creation This of course is also m con 
sonance wth Indian tradibon, which alvmys 
go v erns him for m Indian art too m spite 
of the 8hic%vdcst marupulation of mass and 
volume there never vras a complete liberation 
from tbe mtcrconnecUons of natural forms 
Jamim Roy has also never deviated from that 
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practice of the post-impressionists to derive 
beauty from the beauty residing m the subject. 
But where he differs most from them is m his 
unabating love for surface and outline Using 
the colours and the brush that he does and 
employing the technique most appropriate to 
his characteristic works, he never attempted to 
experiment in the approaching and receding 
planes, produced by short and strong strokes 
of the brush, which is the glory of the posl- 
impressionists In his latest phase, in pic- 
tures, such as the Village Minstrels, where 
dim outline figures are dominated bj’’ an 
unforgettable face on a stilted body, surging 
from amidst them, he has tried to achieve 
this very effect of related planes but not 
with quite satisfactory results This is a 
pity, for, knowing his gift for concrete 
expression, one is constrained to accuse him 
of havmg sacrificed, for the sake of 
his personal technique, the integrity of his 
subject to an effect of hallucination, however 
overpowering it may be, which is not, as it 
should be, accidental to the artistic circum- 
stance This is of the realm of psychology 
and judging from some of his more 
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recent works, produced, it seems, in almost 
a mood of desperation, Jomim Roy has 
8^valIo^ved the bait always dangling before 
all artists How much ft’ccr is he m his 
earlier pictures of the Ramaynna senes (repro- 
duced here) where hi3 subject has helped him, 
m the manner of our best folk art, to express 
the grand simpliaty of the epic the ur the 
primaeval candour of man before history 
\vas I Some lime must still clopsc before 
modem Indian art, even m the person of one 
of Its boldest representatives completely 
dissoaates itself from the romantic and 
fubjectrve overtones This is one of the 
greatest drawbacks of having been taught 
European academism The Indian of clossi 
cal times on the other hand, dunng the best 
period, was os jealous of maintaining the 
autonomy of his objective as the modern- 
ist of Europe 

Dunng the most ^intful years of his 
creation Jammi Roy, however, has stuck fast 
to his own tradition which is also the 
tradition of Indian art Pictures of this 
penod form the kernel of the exhibition 
and give it the value it has But he omved 
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at the undeislanding of the final ends of art 
not so much from a knowledge of our classi- 
cal forms as from Bengal folk art This 
inspiration has been the determinant of his 
individual style, the style by which he will be 
known; the psychological pictures being in 
the nature of a iow de joice He forsook 
early the pseudo-Japanese impressionism 
of the Bengali School He wanted the clear 
line and the unabashed colour He fled 
from Calcutta to a Bengal village, a flight 
from overwrought milieus almost in the 
manner of C6zanne — only that Cezanne with 
self-assurance and mastery went away to re- 
make his native Provence m the passionate 
glow of an intense vision, whilst Jammi Roy 
went to his village to sit at the feet of humble 
artisans and learn what mtegrity and fierce 
smcerity in art meant. These despised 
artisans, no more artists, who paint our 
remarkably expressionistic pats, though now 
unfortunately m aniline dyes and m confor- 
mity to a debased iconography, taught him 
the secret of the fundamental rapid line, the 
expressive contour enclosmg the human form 
in one vital sweep. His work, which is likely 
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to endure longest, is done m this technique 
At momenta he has left it for expcnraents m 
the vertical hne, which is also a folk art 
influence, but he is ever commg back to it, 
because he has foimd m it the only satisfying 
vehicle for the depicting of his vision of the 
human figure The travel of the circular 
accelerated Ime northwards perhaps denved 
from the craft of the Bengali potter, is a 
fascinating chapter m the history of Indian 
art It \yas a constant counter balance to 
the vertical and horizontal motifs m our 
mediaeval painting Moreover it constitutes 
one of the most fecund conlributioDs of folk 
art to the charming pictures of the Pohan 
Schools 

Indian foU art has not yet been system 
abcally studied, m spite of the fact that it is 
agreed upKm by all art histonans, that there 
we are most likely to find the embryo of 
most of our perfected mediaeval forms It 
is also there that all the foreign motifs may 
stall be found to exist m their ongmal appear 
ance as they were mtroduccd mto India 
1 have seen m specimens from localities so 
far apart as Ujjain and Birbhum m Bengal 
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one a silver plaque and the other a decorated 
brick, the well-known image of the Iranian 
archer on horseback who, whilst fleeing, 
turns on his saddle and shoots arrows at 
the pursuing enemy This Scythian motif, 
known to us from South Russia and 
Siberia, was common to all Iranian nomads. 
There can be no doubt that it was hand- 
ed down to us by the Parthians at the 
same time when Iranian mfluences began to 
enter from Central Asia into China, for 
we find this mohf m the Han decorated 
bricks at the Mus^e Cernuschi in Pans. The 
conventional galloping horse with the four 
legs m the cur, which Remach traced to the 
Iranians, is also frequently to be found in our 
folk art. In BengcJ, because of its nearness 
to the sea, one is ameized to discover, in the 
earthen and wooden dolls sold in fairs, sur- 
vivals of ancient Egyptian models and parti- 
cularly of the Alexandrian and Naukratian 
periods. Moreover, we never come across 
in our cultivated arts the animal motif in its 
Scythian interpretation, which has been the 
most important decorative and plastic motif of 
the eastern world, even for personal ornaments 
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and stuffs, but only in popular jewellery 
and in those terra-cottas which, subsisting 
side by side with the art produced under court 
patronage, bear testimony to popular pre- 
ferences 

In Bengal there arc several collections 
of folk art The most notable for vanety 
and for the large number of specimens 
18 that of Mr Gurusaday Dutt who, 
with rare enthusiasm, has got together textile, 
wood-carvmg, pamtmgs, pottery stone 
sculpture ballads during the years when, 
as a member of the government executive, 
he Lved m close contact with villagers 
Unfortunately his collection is not available 
for study to outsiders, and his admimstrative 
work and particularly his absorphon m the 
movement he has mibatcd for the populari 
sing of our folk dances leave him little time 
to devote to the art and hterary material m 
his possession Credit is due to him not 
only for havmg brought to the notice of edu 
cated miheus this storehouse of knowledge 
but for having succeeded m disturbing the 
smugness and monotony into which after its 
mibal successes the Bengah School had settled 
17 
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down. He has helped, with exhibitions and 
propaganda, to fix our attention on the de- 
based status of the village artists, who once 
were the purveyors of beauty to the rural 
population of Bengal Nandalal Bose, with 
the selective taste and familiarity with art 
forms which is due to his being not only a 
great painter but a great teacher, has also a 
collection of dolls in clay and wood, beside 
other art products, from Birbhum and Bankura, 
the two centres where principally folk art is 
created till the present day in Western Bengal, 
housed in the Kala-bhawan of the Visvabharati 
at Santimketan Mr Ajit Ghosh has a valu- 
able representative collection composed of 
many beautiful things. I have not had the 
privilege of seeing Mr. O C Gangoly’s collec- 
tion. Mukul Dey, Dr. Stella Kramnsch and 
Jamini Roy also possess interesting examples. 

It is only proper that Jamini Roy, with 
his urge for simplification, should have at 
once felt the affinity between himself and the 
village artists who, unconscious of the strug- 
gle in which he was involved, had already 
solved his problems through layers and 
layers of experimentation m anonymity and 
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self-effacement The first thing he did was to 
change his palette He left the European 
and Chmese colours he had been employing 
for those that arc found m nature and are 
used by the villagcra m an abandon of 
that joy m humihty which many artists 
have experienced at being brought into direct 
touch with their native soil For the yeUo^v 
ochre he adopted the hoU maii and for 
bright yellow, hanial The Indian red he 
obtamed from geW mat/, vcrmihon from a 
mercury composition known as hinsul blue 
from indigo and greemsh stones white from 
k^k k^ori and while clay, ivory black from 
burnt cocoanut shells and lamp black from the 
soot at the bottom of cooking vessels In 
some respects he differs horn the paitia as 
he employs the Eluropean and not the mdi 
gcnous goat hair brush The villagers use 
the gum to be found inside an unnpe bad 
fruit (popularly known as wood apple) for the 
glue but Jamtni Roy employs a preparation 
also well known in India^ made after boihng 
the stones of the tamarmd and keeping the 
glutmoua substance thus obtained for a week 
under water The patna pamts hia pictures 
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and Chinese colours he had been employing 
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directly on pap-^ti v/hil’.t j.iniim Roy worl's 
mostly on caiuii:., llie f ronirl h iiu' prf ■ 
pnred in lv>o v.-i};- \ ilh orflitiiir) (Jii> ov<r- 

Inid with a coalinp of v.litlo cl.i\ nu (d votli 
Inmnrind '-itl' -’f' ainlrr (ohnireci 

clay mi: od v. ilK lime-stone Rdia'i; 

Folic art, b> iti. eery nature and function, 
apart from the Mni]de technicjue .‘lul the 
resultant easy tornnntnton V. ah a, nut'f teach 
many useful lessons to crealni artiM . in l<lr^h 
of basic forms. In the first place, a .. fr.mhly 
commercial suppl>mi' a definae demand m 
conformity evith a wcli-eslabh ^hed taste. 
Therefore its message is direct to tire eye, 
without subterfuge or detour. It is a good 
discipline for an artist to forget an abstract 
capricious milieu of admirers and buyers and 
to raise himself to the lex el of llu artisan 
with all the implications of skill and master- 
craftsmanship included in that word. Second- 
ly, the vagueness of phantasy, which takes 
Its birth m the licence of creation, is properly 
controlled by accepted iconographical cliches, 
which, though they offer endless scope for 
variations, never permit the betrayal of the 
fundamental form. Besides, the forms of 



THE ART OF JAMINI ROY 


133 


foDc art are collective creations created not 
only by generations of innovators and dis 
covercra but actually brought into being 
by several members of one family each 
having a definite part of the task assigned to 
him The design as a whole is an abidmg 
presence during the process of disparate 
activity, and the responsibility of each is 
towards the v/ork before him and to one 
another but not to any artificial entena 
established by critics and snobs From this 
we get that quality of honest unashamed 
ness and fearlessness which characterises folk 
products so contrastmg with the hesitancy 
due to cultural inhibitions amongst us The 
natural results are the significant determmed 
Ime, the well sustamed rhythm on the basis 
of approved spatial connections the un 
diluted and bold colounng and the total 
absence of elements meoherent with the 
theme In other words the concentration is 
solely on the product of art on the laws of 
line light and volume on the mtnnsic 
cogency of the object itself, undisturbed by 
irrelevant considerations of the picturesque 
Jamim Roy has learnt all this and more 
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from his village teachers. Having placed 
himself deliberately under the yoke of folk 
iconography he cannot be accused of striving 
after originality. But inspite of the restric- 
tions put on his creative talents by tradition his 
work is for the most part free, individual and 
unconstramed A good example of this is to 
be found in the pictures of the Mother and 
Child, which he has subjected to different 
treatments at different epochs of his growth. 
This theme has frequently engaged his mind 
and that in spite of its being reminiscent of 
European imagery. He has always held, in 
contradistinction to the theorists and practi- 
cians of the Bengali School, that a picture 
IS Indian not because of its subject matter but 
because of the technique and the conception. 
The earliest picture is a naive grouping of 
the mother holding the child’s body within 
the folds of her dress, his face painted m 
light blue coming up to one of her ears The 
covering on the head of the mother is placed 
rectangularly m the Egyptian manner It might 
belong to early Egyptian pamting with ethno- 
logical traits The picture as a whole is 
immersed m softness ; the unnaturalness of the 
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featores of the figures does not weaken its 
content Here as m aU hia good work the 
features are strictly stylised and the emotional 
conjunctures banished the beauty comes out 
of a shrewd arrangement of the pictonnl 
elements * But the drawmg m the attempt 
to subdue it to the exigencies of the theme, is 
a little too loose and uncertam Yet there is a 
finality m the statement expressed m an idiom 
as simple as that of Rosseau le-Douanier and 
containing the properties of our popular songs 
The second and the best m the senes, a black 
and white outline picture (sec Frontispiece) is 
drawn with a joyous, impetuous hne enclosing 
the subject m quick circular movements 
The rhythm reveals an amazing tact This is 
m his most charactcnsbc and fehatous 
manner, strongly mdividual reminding one 
of modernistic penal dra^vings m Europe and 
at the same time, of the Kalighat puts of 
some fifty years ago For instance the 
one m my possession which p o r tr ays a sealed 
woman holding a flower m a fan-shaped 
hand with a parrot the back of which forms 
the shoulder Ime of the figure, where the 


* See A Wamsn • Fees. 
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drawing is concentrated and restrained, 
reducing the theme to its essentials. The 
third picture, which really belongs to the 
beginning of his latest phase, depicts the 
mother sitting on the ground holding the 
child, who is casually indicated, on her lap. 
The lap has been drawn in the shape of a 
compressed elongated heart, a shape which 
suggests the folk art convention of delineating 
the lower part of the chest The ground 
has not been left bare here as in the other pic- 
tures but worked with soft spots which 
intensify the black outline and at the same 
time give to the picture a deliberate plastic 
quality. This is maturer work and were it 
not that the painter, to my taste, is being 
constantly lured towards the descriptive, it 
would stand as a model for balance and 
for that trait of his work which might be 
termed ascetic opulence. 

Another instance is of the mother helping 
a child to cross a pool (now in the collection 
of the Maharajah Tagore) which was the out- 
standing exhibit of the All-India Academy of 
Fine Arts Exhibition m 1935, and to which the 
judges, with enthusiastic unanimity, awarded 
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the highest pnze of that society The 
scene is typically Bengah and the subject 
easily lends itself to sentunentahty But the 
ingenious use of clear-cut angular lines by 
the painter and hia clean colours have given 
It the pity and the tenderness of Bengal more 
convmcingly than the efforts at dim poitrai 
ture of the genre hfe of the provmce by the 
followers of the Bengah School 

However, his deep knowledge of die 
texUire of painting and strength of execution 
u best seen m bis larger wall panels 
Not only are the Imes drawn with an 
unswerving wnat but the colouring is the 
most exact and accurate for his purposes 
They are summary accounts m our folk 
and mediaeval tradition of the human 
form The ^voIk is replete with latent vigour 
and so It 18 wrong to describe him as it is 
so often done a decorative pamter Pictures 
of such monumentality may madentally serve 
a decorative purpose but they are really pore 
reeJiaabons of form executed to fulffl a disci 
plined artistic mtenbon with a high sense of 
artistic responsibihty In these panels the 
volumes are situated m space m a mnpner 
18 
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which shows the strong grasp he has of plasti- 
city and yet his figures belong essentially to 
painting and are not sculptural, a temptation to 
which a lesser artist would easily have yielded. 

In his composition vwth vertical forms 
there is a distinct element of the hieratic. 
However, the greatest delight is provided to 
the senses by a motif of four women he fre- 
quently uses, where the rhythm is as perfectly 
achieved as in the first compositional essays 
of man. He uses hardly any decorative orna- 
ments except simple architectural motifs or 
beads on the person of his figures. At the 
present moment, when almost all Indian 
cultural expressions are in a state of flux, a 
coherent statement of form by Jamini Roy is 
of significance. His influence will give bones 
and blood to the anaemic work which is gene- 
rally being done to-day. If he can communi- 
cate to the more talented of the younger artists 
his persistence, his disregard of popular opi- 
nion, the importance of his quest for adequacy 
in art, the creative possibilities within the 
limits of tradition and above all his technical 
mastery over definite forms and colour, this 
exhibition will serve a very useful purpose. 
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You will find in Europe m social gather- 
ings whether they be composed of industrial- 
ists intellectuals or shop guls, that the con- 
versation some time or other is bound to turn 
to the theatre, and every one has something 
to say about it Problems of philosophy, 
soaology and even Ltcraturo fill people wth a 
sense of their incompetence to deal with them, 
but the theatre seems to be an easy enough 
theme for discussion m which all can parti- 
cipate And yet m technique the theatre is 
the most comphcated composite of all the arts 
for its perfect expression it welds mto an 
organic umt painting and architecture for the 
settings and costumes, sculpture for the mises- 
en-sc^e, danang for its plastic gestures, 
music for its voices, etc all these subjected 
to a well controUed tempo as the subject 
matter unfolds itself for presentation It has 
been called the most synthetic of the arts, if 
such a phrase is permissible just because of 



140 


PREFACES 


this very quality which it possesses of being 
able to unite in one artistic whole so many 
diverse and sometimes conflicting compo- 
nents At the same time, you will see that, 
preposterous though it appears, there is a 
great deal of justification for the fact that 
those who fight shy of intrinsically easier 
themes, should be discussing it, because the 
theatre depends for its existence, both as an 
artistic and a commercial institution, more 
than any other kind of art, on the generality 
of the appeal it makes to its devotees and on 
their collaboration. It is an accepted fact 
that m all the arts, painting or sculpture, for 
instance, aesthetic enjoyment produces a 
momentary identity of personality born of 
sympathy between tlie creator and the appre- 
czator, but nowhere is this identity so fruit- 
ful as in a perfect theatrical representation, 
because the art, which is being generated on 
the stage day by day, is the direct result of the 
reaction of the spectators and the actors on 
one another. If you come to think of it, it is 
conceivable for other objects of art to exist 
hidden somewhere for centuries without 
human eyes, except those of the creator^ 
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having appreciated them, but for the theatre 
where the art forms continuously vanish as 
soon as they come into being these forms 
are all along being moulded m sensitive res 
ponse to the immediate pressure of the equal 
ly important participant m the creation be- 
sides the actors and the producer viz , the 
reacting public For this reason a rehearsal 
however elaborate is never a theatrical re 
presentation m the real sense of the word 
Anyone who has worked m a theatre will 
remember that trepidation \vith which the 
first lugbt is a^vaited by actors and producers 
alike As a matter of fact, as the rehearsals 
gam m perfection of form outsiders, fnends 
and relatives are usually let m and for 
the gnmd dress rehearsal, which is the last 
before the performance, the professional press 
critics and theatrical patrons arc mvited Yet 
the fullness of representation the chmax of 
the work attempted is only attained when it 
IS exposed to the approval of an unknown 
pubhc This IS an important pomt to note 
because the ultimate form which a theatneal 
representation assumes after it has become 
relatively “fixed as a result of repeated 
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performances, may "^differ greatly from the 
original conception of the work by the pro- 
ducer, which at the outset (he actors and the 
technicians had intended to realise. 

I have used the word “producer ’’ It has 
gained currency in modern theatrical parlance, 
though people as a rule have a vague idea as 
to the producer’s functions. At the beginning 
of our century this word was not at all known 
in countries like England, France and Italy 
where the traditional theatre still represents 
the prevalent type In fact, even to-day m 
England, except in those sporadic ventures of 
what might be called the progressive theatre 
in barns, mews, and ruined churches, the pro- 
ducer IS considered a superfluity, and he is 
really superfluous because in almost all the 
theatres the old method of the preparation 
of a performance under the guidance of the 
chief actor, who gels his work done by res- 
pecting as far as possible the overweening 
vanity of his colleagues, is still the practice. 
You will see that the special feature of the 
traditional theatres is the value attached to 
mdmdual actmg. People go to watch one 
man or woman and are not disappointed if the 
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talent of their favourite is passably well set off 
by an intelligent cast which acts as a foil a 
passive background It is for this reason that 
m countnes where such theatres flourish, the 
pubhc 18 attracted to the show by means of 
posters which prominendy display the name of 
some famous actor or actress Tradibonal 
theatres by tbeir very nature must throw out 
actors of large calibre who hove uncontrolled 
liberty to develop their mannenams Thus 
ranting declamation instead of ordinary speech 
and exalted gesticulabon mstead of the 
gestures of everyday life are the natural result 
Some of the greatest names m the annuLi of 
the modern theatre actcis and actresses of the 
kmd of EHlen Terry Forbes Robertson 
Mounet Sully, Sarah Bernhardt Basserman 
Salvmi and the greatest of them all the Duse 
are the products of tradihonal theatres 

This conception of the theatre as a place to 
bring mto rehef dominating personaLbes dates 
from the Renaissance when man became the 
centre of all intelligent mterest Neither the 
anaent theatres nor ccrtamly the more modem 
ones attach exclusive significance to mdivi 
Huai disbncfaon on the stage The theatre 
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to-day is not only a place of relaxation but a 
severe discipline where, subject to one creative 
will, all the elements — actors, decoration, 
music, lighting — are infused into one artistic 
whole. That will is the producer’s, a dictator 
who is solely responsible to the directors for the 
artistic adequacy of the representation He sees 
to it that the essential is not individual achieve- 
ment, but what IS called the ensemble result- 
mg from the team work realised by the inter- 
dependence of all the theatrical elements. At 
the Moscow Art Theatre, the greatest and 
most important dramatic theatre of the last 
thirty years or more, the workmen used to ask 
the producer if certam curtams were to “play” 
on certam occasions in the same way, they 
would ask the names of actors who would be 
takmg part in the performance. Artistic crea- 
tive personality, however, by its very nature is 
irrepressible. So it must not be supposed 
that theatres of the kind of the Moscow Art 
Theatre do not afford it sufficient scope for 
expression. What is done to-day is that the 
“stars” are supported and helped by equals, 
probably slightly less glamorous, but m no 
way mferior m techmque or in execution. 
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The older theatres arc standing on their 
last legs now They are being pressed 
out of existence not so much by modernistic 
theatres as there la room for both and 
the new revelatioas of the one are com 
pensated for by the historical dignity of 
the other but by the cmema which is cheap 
and which does not demand a high standard 
of culture for its enjoyment It is only state 
subvention which is saving some of the older 
theatres from the effects of competition They 
are like museums with this difference that 
they stiD remcamate m colourful forms a very 
high tradibon of life and sensibility Whoever 
has visited the Com^e Franpaise of Pans 
with Its superb representahon of Racine s 
courteous tragedies or the Burgtheater of 
Vienna with Frau Bleibtreu monumental and 
grandly tragic m SchiDer s dramas ^vlIl 
understand that however much modern taste 
be debased and the route to enjoyment cut 
Acn wiffi the help of <ii^p standards there 
still exist msbtubons which respond to the 
highest aesthebc demands 


19 
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II 

As we have seen, traditional theatres attach 
an exclusive importance to the individual 
achievement of a great actor or actress on the 
stage , the modernist or experimental theatres 
set as their chief goal the realisation of the 
ensemble, or team-work not only among 
actors themselves but among the actors, the 
script and the stage paraphernalia There arc 
of course other differences, but these conflict- 
ing aims constitute the most striking feature 
of distinction between the old and the newer 
theatres. To my mind, however, in both 
cases the central position must be occupied by 
the actor The traditional theatres would 
frankly admit this ; but the theorists of the 
modernist movement would vehemently pro- 
test because, basing as they do their concep- 
tion of the theatre either on a new type of 
appreciation or more often on what they ima- 
gine to have been the ancient and mediaeval 
forms of the art, they mamtain that the actor 
is nothing more than a development in the 
evolutionary process of the puppet. They 
would say that the principal end of the theatre 
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was a spectacle a word used bj them to 
denote a presentation to the eye of an object 
of artistic texture , like other forms of art 
meant to delight the senses and not to 
provoke mcidental emotions Every theatrical 
element thus should have equal importance 
m the ultimate structure of the spectacle m 
the same way os m a piece of sculpture each 
Ime and each chisel stroke is an orgamc part 
of die whole While the traditional theatres 
give at moments m a flash as it were 
complete aesthetic satisfaction by the aca 
dental artistic combmatioQ of the actor s art 
with his background, the modernist theatre 
attempts as far as the limits of the art 
permit to achieve suatamed pictonalness 
I have expressly mentioned the limits of 
the art because as I have pomted out by its 
very nature a theatrical performance is a 
peculiar artistic phenomenon that is m a 
perpetual stale of dissolving and re-makmg , 
no one moment is identiczd in the course 
of thercpresentation The traditional theatre, 
aware of this fact, has considered it an 
unprofitable labour to harness the flcetmg 
moment to uniformity The modem theatre 
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has attempted the interesting but impossible 
task of imposing permanence on transi- 
toriness. That is why the modern theatre 
IS always in an experimental stage ; the 
work done there is of the nature of labora- 
tory work and many of these theatres are 
actually called laboratory theatres Setting 
out to realise the impossible they never attain 
satisfactory synthesis. Their chief merit lies 
in creating innovations, and in discovering 
theatrical possibilities which, if successful, 
become current cliches in the other theatres 
This failure to bring about aesthetically 
adequate realisations is largely due to the 
fact that the experimental theatres have 
not the courage to admit that as long 
as we do not think and breathe and 
feel in terms of a collectivist psychosis, 
as long as we are not supplied with a 
newer psychological apparatus imposed on 
us by a totalitarian state, the actor does 
remain and will remain the pivot round 
whom our human interest, as spectators, 
revolves This is an irrefutable fact All 
of us, however, have our archaic and me- 
diaeval moments. It is sometimes even 
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pleasurable to subdue our needs to a romanhc 
illusion of identity with the forms of the 
past In such a mood only modem men 
cnn condone attempts to repress the dynamic 
mdividuality of the actor Theoretically 
the modernists are right each theatrical 
element must be subjugated to an artistic 
design Nothing anarchical m gesture or tone 
should breoL the preconceived plan of the 
whole So it has happened that the most 
successful theatres are those like the Moscow 
Art Theatre of Stanislavsky or those m Vienna 
and Berlin that have grown under the mflu 
cnce of Rheinhardt which have struck the 
golden mean by effecting a compromise 
between tradition and modernistic tenden 
cica Whilst establishing an ensemble and 
controllmg tbe aberrations of individual 
acting they have given to acting the central 
position it claims and deserves Unlike the 
extremists bemg great artists themselves, 
they have acquired virtue m their work by a 
judiaous use of tbe plashaty of the human 
body and by insistence on the human ex 
pression of pathos m a word on those 
qualities which are most easily communicable 
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to other human beings By this they have 
saved the actor from the risk of being 
transformed into a marionette, a state to which 
he is bound to be reduced if, according to 
modernistic theory, he is treated as ]ust one 
of the decorative elements on the stage, on the 
same level as his costume or the mechanical 
devices. At the same time the actor’s 
vagaries or mannerisms are not allowed to run 
riot, and an undisciplined firework display is 
not permitted to destroy the main composi- 
tional framework of the representation as a 
work of art. 

You will have noticed that in what I 
term the traditional theatres, great actors and 
actresses often rely on inspiration and at 
their best moments give you a deep msight 
into their roles, but, at their worst, drag on, 
eking out their part with the help of a 
mechanical technique Each new performance 
is an opportunity afforded to them for a new 
success or an unexpected failure. In the 
Moscow Art Theatre, on the other hand, the 
standard of acting is fairly equal , the spec- 
tator is never disappointed. This, of course, 
does not mean that the actors of this theatre 
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do not influence popular imaginabon by the 
vigour of tbeir artistic personality If that 
were so we would not have linked the great 
eat achievementa of this theatre with the 
names of Kalchaloff, Moakvine Chechova 
and Germanova, actors and actresses who, 
in spite of the fact that they played m a 
language unknown to the spectators have 
been adored by theatre-lovers m Europe and 
the Umled Stales during the period when the 
unccrtamties of the Russian Revolution had 
made them eales Yet, however perfect, 
disaplined eind consaenbous they are m then 
achievements except m those rare moments 
\vfaen they lose then moonngs m the ecstasy 
of creabon, they do not attam to those exalted 
heights of arbsbc revelation to which for 
example the great Eleonora Duse usually 
rose 

You will see from what I have said that 
as the expenraental theatre presupposes a 
hitherto mexistent responsiveness to collec 
tivist creations on the part of its spectators 
it is natural that most of the %vork m it should 
have been done m Russia and Germany I 
have attempted to show diat it fails because it 
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can rarely achieve artistic realisation. But 
one cannot deny the great influence it is in 
the theatre of to-day in which it works as a 
leaven re organising accepted values. It is 
due to the modernist theories that the signi- 
ficance of the theatre as a separate artistic 
entity has been now universally recognised, 
for there was a time when the theatre meant 
either a show house or even dramatic litera- 
ture. Besides insisting on design in a 
theatrical representation, a factor which must 
exist in every work of art, the modernists 
have introduced that inseparable companion 
of design, style. No more do we see, even 
in traditional theatres, the bulging horizon 
or the permanent side screens irrelevantly 
decorated with luxurious leaves On each 
occasion a new original style for the setting 
is evolved by the producer according to 
the plastic possibilities of his theme. Petri- 
fied mises-en-scene, arranged according to 
the author’s directions that A should enter 
by the right and B leave by the left, where 
the sole principle was to avoid collisions on 
the stage, have given place to compositional 
arrangements of great beauty by pictorialness 
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being stamped on each evanescent moment 
Moreover, the presentation unravels itself m 
a well regulated rhythm and does not flounder 
in chaos If the theatre is to contmue to 
influence it will do so only by an mtelligent 
appreciation of some of those revitalising 
pnnciples which have been contnbuted by 
the experimental theatrea of to-day 

III 

Having discussed in hvo of my previous 
talks the mam traits that distmguish the 
traditional from the experimental theatres, 
I ^vouId like to deal now with the present-day 
Indian theatre in the light of ideals %vhich 
modem theatncal art attempts to reahse m 
Europe As I was connected for a number 
of years with one of the best known theatncal 
enterprises of the world, and have had ample 
opportunities of vratchuig the inside ^vorL of 
almost all the important theatres on the con 
linent of Europe, perhaps some of my sugges- 
tions may have a practical value for theatre 
workers here 

At the very outset I feel it would be 
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profitable to fix our attention on the pecu- 
liar nature of tbe Indian theatre, derived 
as it is from an age-long tradition ; for it 
must be remembered that in the ancient 
classical East, besides Greece, India was 
the only country winch developed a theatrical 
art of her owm Whether this was due to 
early contact with Hellenism, or to the 
influence of the Indo-Greek courts, or more 
likely to the Parthians on our northern 
frontiers, who were great patrons of the Greek 
drama, the fact remains that dramatic art, 
when it achieved its fullness of form in 
India, had its original characteristics, its own 
aims and ideals, in the same way as Indian 
sculpture after it was liberated from the 
shackles of hybrid forms. Attempts have 
been made to detect the Hellenistic element 
in the classical Indian theatre, but so far these 
have been unconvincing; for whilst a few 
corresponding details have been traced in the 
theatrical literature of the two countries, the 
fundamental ends which the theatre was 
meant to realise in either of them are as 
different as are the ends of Indian plastic 
art when compared to those of the Greeks. 
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Histoncally it liaa been averred that the 
theatre, using the word to cover roughly all 
forms of spectacular representations, had ita 
original home in India TTiia has been 
attempted to be proved by Pischel, the great 
German sansknbst, who discovered m our 
country the birth place of the puppet show, 
which, even to-day has such a large diffusion 
in lands towards the Far East^ which were 
once our colomes The other theory traces 
the OTigm of our theatre to Vedic ntual 
dances to unstressed plastic movements and 
mcantabons If either of these claims be 
ccsrect, you will notice its imphcabons m the 
manner m which the Indian theatre, depleted 
as It 18 of tragic emphasis^ has grown and 
with this data we can easily distinguish those 
mam Imes along which our theatncal sensi 
bihty has travelled from those along which 
the Greeks developed It is evident that 
the puppet-show can only evolve into a 
spectacle and the ntual dances into a panto- 
mime the actors would form elements m 
a decorative scheme the whole theatncal 
representation would necessarily be subjected 
to the will of one man^ who would be 
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responsible for its artistic worth. The actor’s 
art^ shorn of individual contribution, would 
naturally tend towards conventional postures 
and gestures. The emotional content would 
be eliminated as far as possible. An icono- 
graphy of gestures would grow up, as is 
evidenced by the numerous treatises amongst 
us on the mudras or the posturing of hands 
in different ways to express varjang emotional 
states. Devoid of a representational back- 
ground, the plastic nature of the actor’s art 
would be emphasised, bringing it very near 
to the dance. The spectators would be 
in the know of these conventions, otherwise 
the representation would lack entertainment, 
a factor which in the last analysis is the 
justification of all works of art. A highly 
stylised theatrical form would come into 
bemg created by producers imbued with the 
spirit of theatrical traditions. It is significant 
that the Sanskrit name for the stage-director 
is the sutjadhar, the man who holds in his 
hands tlie threads, allying our classical art 
with its origin, the marionette shows. 

The Greek theatre, on the other hand, 
grew out of the Dionysian orgies, from scenes 
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of wild and unloosened passions, from riotous 
struggles culminating m triumphs Its mam 
theme naturally was conllict the conflict of 
man with fate, a challenge to the inevitabilily 
of Bcoal values This is the fundamental 
trail, too, of European theatres smee the 
Renaissance, from which period the unique 
pre-occupation of European art has been the 
emotional crises m the lives of men The 
theatre of course like all other forms of art, 
IS a aoaological phenomenon and reflects 
social ideals In Indio where, on a bird s 
eye view of our culture one wll find an 
allcmpt to plan out social existence Nvithoul 
risks, the clement of conflict is eliminated 
as far as the nature of the human temperament 
would permit for the sake of social harmony 
Our aim has been to achieve peace by making 
it impossible for conflicts to onse whereas that 
of European culture, derived os it is from the 
Greeks is of ottommg pence by overpowermg 
conflicts I would beg you to pause and 
thmk on this extremely significant dislmchon 
for here is the key to the mterpretation of not 
only our contrasting art but all tbc other 
cultural forms The Indian drama, thus^ 
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however paradoxical it might seem, is devoid 
of the dramatic. Whereas action is the 
central feature of Greek theatres, ours is 
lyrical inaction woven into the texture of a 
pure spectacle. We would define our 
classical theatre, in accordance with modem 
terminology, as a lyrical theatre for the staging 
of musical comedies from which the illusion 
of real life and consequently the identity of 
the spectator’s subjective emotions with the 
action on the stage is as far removed as 
possible. Whereas with the Greeks the 
deus ex machina, the god who intervened to 
provide a satisfactory solution to dramatic 
conflicts, was, as the word suggests, a mecha- 
nical stage device to relieve the anguish of 
the spectators , with the Indians he was an 
inherent deity permeating with his presence 
the entire representation 

You can well deduce from what I have 
said that the modern Indian theatre with its 
attempts at westernisation, is wholly on the 
wrong track and unless it understands the 
real nature of the traditions from which, 
in spite of violent efforts, it has never dis- 
engaged Itself, it IS bound to be an artistic 
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failure I claim that it la even useless to try 
to free itself from the past as long as the 
spectators live under prevailing soaal condi 
bons and ottach the importance they do to 
oge*]ong ideas of soaal equity and justice for, 
os we have seen the spectator is os important 
a parbapanl m the creation of theatnenj forma 
as the stage personnel and properties If we 
do not confusedly think, of the theatre os we 
do of most thmgs, we shall have to admit 
that, retrograde os we are supposed to be, 
our tradibons ore more m ime ^vllh the pnn 
aples of the modernistic theatres m Europe 
who, by the Avay make much of iherr 
alliance AVith our past than of the traditional 
which reflect the Greek ideals 1 find that 
contemporary iheatncal directors m India dimly 
feel this for oihcnvisc how can one account 
for the unexpected outbursts of song and 
music m the midst of most poignant drama 
he situations or for the garrulity of our 
librettos The more westernised among them 
mdulgcntly thmk that nccedmg to dance 
and music they are pandering to the low taste 
of their customers But this is not so Our 
eoaety, which the theatre must mirror, is not 
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so replete with dramatic conflicts as the 
European is, or what is probably more correct, 
our traditions do not permit us to indulge m 
emotional exhibitionism. A visit to the 
cinema or any of the Indian theatres will 
convince one that even our present-day 
dramatic literature, in spite of its seeking after 
western forms, has hardly ever vigorously 
brought out the demands of the individual 
as against the claims of society. The result 
is that some of us, who have been inoculated 
with western taste, find the plays tedious, and 
boredom is the most damaging quality m any 
work of art. We have not yet, for the 
reasons I have given, the technical efficiency 
to be able, without effort, to make the auxi- 
liary themes in a play intensify the central 
plot We get lost in a maze of diffuse 
interests. I therefore suggest that the only 
fruitful line to follow, till such time as our 
society completely changes, is to attempt to 
realise on the stage the purely decorative 
theatrical picture. Rabindranath Tagore, with 
the sensitiveness of genius to the adequacy of 
art forms, has apprehended this as is evidenced 
by the representations of his students of 
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Santiniketan m which colour, light, music 
dancing stylised posture beautifully designed 
costumes and settings maLe of the shcrtv a 
delight to the aenecs * 

It must not be thought however, that 
the Indian theatre should lose touch vnth 
the work that is being done in Europe On 
the other hand it should understand its 
inherent capaaties and mhibibons and then 
make use of the modem stage appliances 
and mechanical inventions m order to 
make of its pictures an artistic success It 
18 pitiable to see the pnde of some of the 
more modem Indian producers m Calcutta 
or Bombay for some antiquated mechanical 
device such os the revolving stage or spot 
lights suited to amateur shows in the European 
countryside There can be no doubt that 
the Indian stage must be techmcally moder- 
nised the make up more saenliiic and 
beautiful horse-hair wigs and beards should 
be discarded costumes should be artistic 
mventions But above all, the producer must 

• I »in more tlvta cret conrlBcod of tliJi Kertog wit 
n e tte d rectotly * icmukaUe PeifoTnuiDea nf tlie poet • 
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not lose sight of the main purpose of his 
work, which is to create a thealncal picture. 
He should never become the slave but remain 
the master of his mechanical and technical 
helpmates and always remember the words 
of the greatest theatrical genius of our limes, 
that the best art is not only the best artistically 
but also commercially. 



THE MODERN EUROPEAN STAGE 

( 1932 ) 

The stage is passing through a cnais must 
be an oh heard statement by all who are 
familiar \vith the recent trend of theatncal 
criticism m Europe Smce the days of Seneca 
dierc has been no penod m the history of 
the European theatre when this crisis has not 
existed Naturally, the senousness of the 
malaise has vaned Sometimes it has been 
merely suffering from the effects of gluttony 
as dunng the penod of French Romnntiasra 
with Its abundant productions at others it has 
been so near dying as m our days that it 
has had to close its eyes, hoping that the 
Angel of ExUncUon might pass by unnoUcing 
Some years ago the position of the theatre 
had become so uncertam that there was a 
fear that it would disappear altogether before 
the onslaught of the mobon picture , m some 
countnes such as Cuba, it had already been 
ousted by its rival In many of the larger 
European towns theatrical buildings were 
either transformed mto cmemas or pulled 
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down to make way for liugc picture palaces. 
Just at the moment wlicn it seemed that it 
could no more withstand competition, the 
introduction of “ talkies ” gave it a new lease 
of life by reminding us of its existence 

The success of the cinema was mainly 
due to two factors : the cinema was 
cheaper to visit and provided a better resting 
place for tired nerves; its products could 
be multiplied at will and were easily trans- 
portable Thus, whilst the theatre could fulfil 
the need for the recreation or the instruction 
of a limited locality, the area of diffusion of 
the cinema was almost boundless No 
barrier of language, not even of illiteracy, 
stood in its way Continuous performances, 
a temporary interlude of silence, the compara- 
tive comfort of modern buildings, the possibi" 
lity of remaining in the dark for long intervals 
and especially the lightness of the content of 
the pictures, played no small part in con- 
solidating this success 

Financially the theatre cannot possibly 
compete with the cinematograph, but it was 
not this only which brought about the crisis. 
There is an inherent handicap from which a 
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theatre ffulTcrs, its bulk of disparate clementa 
— directors producers, actors mechanicians,— 
which mokes it less pliable to changes m 
popular taste Not thnt popular taste has 
ever nuthontnlively ruled the theatre except 
at Its ^^o^st moments, but it plays a very 
important part m its material sustenance 
TTie taste of the ordinary theatre goer is os 
Lttle on mdication of the authenticity or other 
%visc of a theatneal production os that of the 
general reader m literature But by a certain 
mdehnable process there docs exist a link 
between the theatre and its best public so that 
whilst the theatre inHuences the taste of its 
devotees the public olso exercise a control 
over the theatre However, the chief differ 
cncc between the theatre and literature is of 
another kind While litcraluTC is prepared 
m the aloofness of a room and is oddressed 
to a nameless crowd of problematic existence, 
the theatre enters into a direct, almost a 
personal contact, ^V]th its public The action 
and interaction of the theatre and its public 
IS one of the most interesting instances of 
anonymous and unconsaous minds contnhut 
mg towards the creation of a work of art 
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In this address I am using the word theatre 
m its strictest sense. The term is often loose- 
ly employed to indicate the building in which 
a theatre is housed or merely its hlcreiry 
material It is in reality something more than 
this. It comprises the stage, the scenery, the 
script, the actors, the producers, the lighting, 
the music, even the building and the managing 
organisation, all forming elements in a 
living synthesis which englobes them all 
It is this synthetic aspect of the theatre 
which IS always implied whenever the 
word is now used in dramatic criticism or 
history. The modern theatre is thus a 
thmg apart, living its own individual life 
of the spirit and body, influenced undoubtedly 
by changes in taste and technique but not 
solely dependent for its existence on any one 
of the elements composing it. 

This conception of the theatre dates from 
about fifty years ago when the Meininger 
Brothers took into their hands the direction of 
the Lessing Theatre of Beihn They were 
serious experimentalists, who were bent on 
saving the theatre from that extravagance of 
declamatory speech, which is popularly 
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called rant They tried to apply to the art 
a ucw method that of the realistic mterpreta 
tion of the intention of the author in a realis 
be setting It \vns a theory which corresponded 
to the tendency then ohtoining m the re- 
presentabonal arts Full of goodly purpose 
and possessed of a serviceable technique they 
were not men of great talent and therefore 
their influence \va8 confined to a cotene, which 
admired them hut could not give them that 
encouragement which comes from a wide 
rccognibon of a realised work Little appre- 
ciated 08 they were m their o^vn land 
their reputaUon spread ahroad» and as 
everywhere senous %vorkcr8 had been 
contemplating the launching of on offensive 
against theatncol absurdities, they found a 
number of unexpected allies In France 
a young actor and playwright, Antoine, 
began training his troupe according to the 
Meminger pnnaples and opened a theatre 
called the TTithilre Libre which gathered round 
itself oil the literary talents of that period But 
the work both m France and Germany was 
being earned on m rather an amateurish 
atmosphere of expcnmenlalion, which could 
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not hope to hold its own against the technical 
prowess of actors and directors of the older 
school It was at this moment that there 
appeared on the scene two Russians, Stanis- 
lavsky and Nemitrovitch-Danchenko, memor- 
able names which will loom large in the 
history of the theatre as the greatest masters of 
stage-craft of our time. 

Stcinislavsky belonged to the historical 
dynasty of Moscow merchants who had been 
as prominent in the embellishment and 
cultural growth of their city as the Patricians 
of Rome During his travels he had come 
in contact with the Meininger Brothers 
and, having accepted their method with en- 
thusiasm, had assisted at Antoine’s work in 
Paris. The few leisure hours which were 
left from the direction of a cloth-mill, were 
devoted by him to coaching up amateurs, 
who were members of the Society of Arts 
and Letters at Moscow His reputation as an 
actor of high calibre soon spread and he 
refused several offers from the Imperial 
theatres, not only because he was identified 
with a group and an idea, but also from an 
aversion for those hotbeds of vanity, slander 
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and promiscuity, whict green rooms used to 
be m those days Nemirovitch Danchenko, 
an Armenian of Russian extraction was a 
new-comer from Tiflis and had, wth a senes 
of social plays, impressed with his personahty 
theatnca] workers Being highly cultured and 
extremely well read m continental literature he 
occupied the post of literary consultant to the 
Impenal Little Theatre of Moscow which 
was then, and has remained bll now inspite 
of the efforts of ccrtam highly placed soviet 
dramatists, to lower its standard, especially 
during the early years, the finest type of the 
academic theatre, the only institution that for 
Its uniformity of standard and classical taste 
can be compared with the Comddie Franfoise 
of Pans Filled \vith mquietude for the 
future of the theatncal art the end of which 
he felt near at hand in his own theatre, which 
like a splendid caparisoned’ horse was tethered 
too close to a stump and was eating its heart 
out m immobihty, he became obsessed wth 
the idea of mtroducmg mto the theatre some 
reform which would yet save it from becoming 
a mere object of cunosrty for art historians 
Strangely enough, though he lived at 
22 
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Moscow, he had not heard of Stanislavsky 
nor of his amateur actors drawn from Moscow 
society and the intellectual milieus. But 
common acquaintances brought about a 
meeting and Nemirovitch paid a formal call 
on Stanislavsky when he was exercising his 
actors in a large stable just outside Moscow. 
They parted and promised to see each other 
again soon, which they did m a room in a 
Moscow hotel. They met for dinner and 
talked through the night in that musty hotel 
room of their plans for theatrical revival till 
they were startled to find that the sun had 
risen and a new day had begun. Of this 
conversation was born the Moscow Art 
Theatre 

I have deliberately lingered on this episode 
because of its importance in marking the ini- 
tiation of the greatest theatrical movement of 
any epoch Though it may seem paradoxical, 
the theatre they then founded, in spite of its 
vicissitudes and the opposition to it by the 
younger hot-heads, remains till to-day the 
most modern, if not the most modernistic, 
theatre of the world. The three principles 
by which they saved the theatre, and to each 
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of which they attached equal importance, 
were artistic probity, a stnct ethical code for 
the actors and a sound busmess organisation 
m which each parbapant of the theatre would 
have a co-operative interest By artistic 
probity they meant a sustained and con 
scientioue effect by the actor to renderfnot only 
the spirit of the author but his will The 
theatneal decora and properties v«Te deaded 
upon after a thcHtiugb archreologica] study of 
the epoch to be portrayed Inspired as they 
were with the belief expressed by Stanis- 
lavsky m an aphonsm that the best art is 
always the best commercial product they 
were determmed to leave nothing to chance 
but to devote equal care to tbe most insigni 
ficant detail of scenery or costume The ethical 
reform that they mtroduced consisted of im 
posmg an almost draconian discipline on tbe 
actors with regard to the hours of rehearsal 
and m their mutual relations with one another 
This they found easy to attain as they were 
surrounded by enthusiasts, who were all edu 
cated men and women some of whom bad 
been m tbe universities Nemirovilch, him 
self a great producer but not an actor, whose 
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reputation as the creator of the Moscow Art 
Theatre, by an irony of fate, has been over- 
shadowed by the powerful genius and the 
fantastic personality of his companion, took 
upon himself the business part of the under- 
taking, whilst he was helping Stanislavsky 
during his leisure hours with the artistic side 
of the work They both felt strongly that a 
new method for the teaching of the factor had to 
be devised which would liberate him from the 
cliches and the stereotyped ways on the stage. 

The method elaborated by Stanislavsky, 
popularly loiown all over Russia as sistema, 
the system on the basis of all the available 
data of psychology and the newest discoveries 
in pedagogy, revised at each step with the 
advance of these sciences for the last thirty-five 
years, is a remarkable document of human 
interest, comprising as it does the practical 
application to artistic life of scientific theories 
and their mterpretation by a man of genius. 
His ‘ system ’ is certainly the standard treatise 
on the artistic education of the actor, a stern 
discipline which resembles the yoga An 
indication of its nature may be gathered from 
Stanislavsky’s amazmg autobiography My Life 
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in Art pubLshed at first m Amenca in an 
English translation and since reprinted m the 
onginal in Russia The * system however, 
m all Its fulness is the property of the Moscow 
Art Theatre and though known to all its 
members with that spmt of soLdanty which 
characterises them, is kept a secret from out 
siders Its underlying idea is the total im 
mersion of the personality of the actor m the 
r6le an almost mysbc union of the player 
with the subject played Varying the rch 
gious image Stanislavsky says that the actor 
must die m hiB r6le m order to be reborn m it 
This IS achieved by Hberatmg the actor from 
his personality by a senes of what he calls 
Etudes, or exercises m which the actor gradu 
ally forgets his mdividuahty and is transfigured 
m the personage For example m order to 
play the part of Lady Macheth the actress 
chosen for her stature and majesty of move- 
ment IS not given the words of Sheikespeare 
unless she has already mastered her move- 
ments m scenes suggested by the producer 
but which do not occur m the piece In a 
number of dtudes she is taught, for instance, 
to open a door or go to bed or lean out 
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of a window, were she Lady Macbeth, 
and once the teacher is satisfied with her work 
she is given actual scenes from the drama, 
which she enacts using her own words The 
greatest care is taken that the fine bloom of 
Shakespearean language may not be brushed 
away by a too constant use Differing alike 
from the older and the newer exponents 
of stage-craft, who believe in partitioning the 
stage among aibitrary groups of actors accord- 
ing to a scheme already drawn on paper, 
Stanislavsky holds to, what he calls, the 
natural mise en scene, that emerges from the 
collective spirit of the players. 

Once a play has been selected by the board 
of producers which for its contents and its 
artistry responds to the high literary standard 
always observed by the Moscow Art Theatre, 
the actors and actresses that are most suited 
because of personal and temperamental apti- 
tude, are chosen for the parts. They gather 
round a table under the chairmanship of the 
producer, who, m a series of talks, explains to 
them the historical and social environments of 
the play as well as the psychological problem 
underlymgit, takmg care to interpret as 
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faithfully at possible the spmt of the author, 
whom he has studied m all hia works The 
actors then bcgm reading their rdles from the 
book without once looking up or making any 
gesture or mdulging in any mimicry of voice 
or face After several sittings held m qmct 
rooms to which no stranger is ever admitted 
you suddenly notice the actors forming ma 
pient gestures emotion gradually suffusing 
their faces These indications become more 
and more defined bll one day the actors of 
themselves nsc from their seats euid suggest 
thar mterrelation such as will later const 
on the stage The distance of one actor 
from another the line of the bodies, the 
scheme of gestures the spontaneous division 
mto groups is eagerly watched by the producer 
as material for the final adjustment of his work 
as a gardener leans down his ear to listen to 
the first star of life m a crocus bed It is at 
this moment that actoiB are separated from one 
another and undergo the|disciplinc of the <hades 
The idea is to keep as fresh as possible the 
suggestions of group mtcrrelationB and of the 
interconnections of the gestures and to adhere 
closely to the contours which spontaneously 
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have emerged during the rehearsals When 
the actors are gathered together again, the 
painter, who has been in constant contact 
with the producer, is introduced into the 
sittings, which he assiduously attends, forming 
the plans of his costumes, according to the 
gestures and the gait of the actors, and 
choosing his colours for the scenery with refer- 
ence to the interpretation the play is already 
receiving at the hands of the players. One 
who is permitted to assist at this miraculous 
birth of gestures and poses is possessed of a 
feelmg of awe, something akin to what one 
feels when one watches a silent brotherhood 
of religious men waiting for the spirit to stir 
before they will move or speak. 

I have discussed the ‘ system ’ m some 
detail, not only because 1 wish to introduce 
you to the practice of the particular theatre 
with which I shall be chiefly dealmg, but be- 
cause the art of the actor, in spite of recent 
protests, still constitutes the most important 
element m a theatriceJ representation. The 
receipt of the Moscow Art Theatre lies more 
or less at the basis of the education of actors 
in all the serious theatres of Europe. The 
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meUctJous work which I have described 
takes long in assuming form and during the 
earlier years of this theatre no less than nine 
months were required for the preparation of a 
performance This contrasts strongly with 
the hurried manner m which most plays ore 
produced, when a theatre is run, as most 
theatres are, on a purdy commeraal basis 
The moment the roles arc ready the play is 
at once * released to the public lest it becomes 
stale for the players As rehearsals are held 
Vinthm closed doors, the actors lock that im 
portent clement of the cooperation of a public 
that reacts to their utterance and gestures No 
true actor ever plays m the same manner 
before on unpeopled house os he does when it 
is full The creative fluid which mystcnously 
connects the performers with the spectators 
constitutes on essential corrective to extra 
vagances, and helps to establish those forms, 
expressed by hmb or voice which inspite of 
their psychological genumeness would be 
merely tha tow matenai of art but never ait 
itself With this end m view the Moscow Art 
Theatre arranges three general rehearsals wth 
costumes, make-up, music and settings for the 
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friends and relatives of actors before the play 
IS launched on its first night. 

The naturalistic interpretation by the 
actor, the meticulous observance of psycho- 
logical and historical details, the realisation in 
movement of the intentions of the author, are 
some of the lasting contributions of the 
Moscow Art Theatre to present-day stage- 
craft. All these elements are so vitalised in the 
synthesis of a theatrical representation that one 
is not surprised when a working man asks 
of the producer the question : Will this curtain 
play to night, Sir? Apart from founding the 
art of the actor on a solid psychological 
basis, another contribution of this theatre is the 
Lberation it has brought to the actor from 
what is technically called the emploi, that is, 
the particular line to which an actor used to 
be limited under the old systems. Actors 
were catalogued as the young hero, who 
always played the role of lovers and some- 
times of fascinating villains; the iaisonneur, 
or the discursive man, the friend of the hero 
m elementary dramas and a copious talker ; 
the ‘ character ’ actor, who was meant for the 
humorous parts; the young ingenu, or the 
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innocent girl etc Once an actor began his 
career under any one of these heads he was 
doomed to adhere to it bll the end of his day 
The modemiat exponents of the theatre, 
m theory as well as m actual practice, are 
mclmed to deny the importance of the actor 
TTiey maintam that the anarchical personal 
factor disturbs the full arbahc contemplation 
of a thcatncal worlc Following Gordon 
Craig a bnihant theorist of the theatre but 
insprte of his numerous expcmnents no 
man of practice, th^ aver that the ideal of the 
art of the actor is to be found in the 
marionettes the first theatncal incarnation 
of man s dramatic instmct m figures These 
do not have faaal expressions nor do they 
stand in the way of the appreciation of the 
totahty of the representation as a work of 
art — a picture arranged with the lines of 
their limbs interrelated to one another accord 
mg to a deliberate plan The modernists 
ale the shadow plays of Java When m a 
compromising mood they mention the old 
theatres of the Far E^ast where actors wear 
masks thereby sparing us the chaos of 
faaal expressions wimre the gestures alone 
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are strung together to form llie picture of the 
ensemble. Nor do they like the diversity of 
character with which a personage is invested 
in written dramas To escape this they 
revert to the famous theatrical practice which 
flourished at Venice till the xviii century, 
the Commedia dell’ Arte, where the per- 
sonages were stereotyped (harlequin, colum- 
bine, pulcmello, the doctor, the villain, etc.) 
and where the actors spoke their own impro- 
vised text. It will be noticed that though 
modernist m exposition this theory harkens 
back to history. They advocate the total 
suppression of the human material and if that 
IS not possible, the levelling dowm into one 
type of all individual expression. It would 
appear, if one were to examine closely their 
demands, that their quarrel is not with the 
actor but with the text which in our days he has 
to interpret. If they were logical, they would 
turn from the theatre to the streets, and 
believe with Meyerhold, the soviet producer, 
that political processions and soldiers in 
drill were the most satisfying theatrical 
performances. In these cases the gestures 
are uniform and the actors, if we may term 
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them as aucli wear an expresmonlesa collec- 
Uve mask, la gueule de la h^te humaine 

There is another class of cntics of the 
actor who seem to be clearer m their thought 
They believe that the performance as a 
whole IS an artistic synthesis and that 
therefore the indisaplme of the actor should 
be subjugated to the general decoratne 
ensemble He has no more importance 
than the Lghtmg or the setting He must 
not be allowed to go beyond the hmits 
fixed for the picture by the master mind 
of the producer Alexander Tanroff the 
founder-director of the Mosemv Kamemy 
Theatrei practises this theory whilst Kcrjhentseff, 
the soviet art dictator, used to be its ex 
ponent This school more correctly repre 
sents the current soviet tendency to sanction 
the autocracy of the producer and cunously 
contrasts with the democratic prmciple of 
collective creation, os practised by the Moscow 
Art Theatre — a prmciple one would have 
thought stood nearer to communist theory 
The soviet theorists ho^vevcr defend them 
selves by saying that the dictatorship of the 
producer helps the creaUon of theatneal types, 
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that IS, the individual actor ceases to be per- 
sonal and IS transformed into a ft/pe, which 
may be called a collective unit, while 
Stanislavsky’s method produces the theatrical 
charade ) , an anarchical unit 

One thing, however, is certain, that to the 
ordinary playgoer, who should also have a 
say m the matter, the personality of the actor 
IS the most dynamic element in the theatre, 
just because it is uncontrollable in essence 
and because it possesses such possibilities of 
extension and diminution Amongst the 
heroes and heroines that he comes to 
applaud he accords his allegiance to those 
actors who, by their understanding and its 
objectivation in gestures, can move him. 
The pathos, which flows from the actors’ 
spirit and lightens up the imagination of the 
spectators, is the only test by which they can be 
placed in fixed categories. The artistic power 
of each actor differs accordmg to tempera- 
ment, experience or particular aptitude for a 
given text, but there is a least common 
multiple which underlies all really successful 
execution, and that is the impassioned spirit 
As in hterature and pamting, the art of the 
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actor may be divided mto tbe intellectual and 
tbe mtmtive Tbe firet type \vaa much in 
vogue before the recent theatrical expenments 
and after having lost favour, is again coming 
bade to its ovm on tbe European stage, 
especially m Germany The allegiance of 
the theatrical enbe bos been divided bebveen 
these two lands of actors some preferring one 
and some tbe other However if one makes 
due allo%vaacc for enthusiasms which throw 
people mto opposing camps both types have 
their mtnnsic ment and the adequacy of the 
one or the other is to a great degree determined 
by the content and nature of the dramoUc text 
We might illustrate the difference between 
them by taking two important rcprcscntobvca 
of either group, unforgettable to those who 
have seen them play Sarah Bernhardt, who 
m her time had the reputabon of being the 
world 8 greatest actress, belongs to the mlelJec- 
tual type Endowed with a declamatory talent 
she possessed a tramed voice of a bmbre 
which held audiences m thrall In all her 
movements and grand sweepmg gestures 
one could feel the mighty pressure of 
an over powering temperament A long 
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training had given her that self-assurance and 
almost classical detachment, which comes 
from the knowledge of the power to control 
each movement and to link it to others in 
harmony Her interpretation of the r^lc was 
clothed in a cultured theatrical accent, in 
accurately brocaded gestures. The execution 
was wholly unreal in regard to the 
epoch or even to the essence of the part but 
not to the pathos of the author. It was 
imbued with an element of magnificence, 
which, whilst her thrall was operative, cowed 
all criticism The moment her glamour 
dissipated, to one inclined to a more per- 
sonal and a less typical art it seemed that one 
could almost assert that Sarah Bernhardt was 
the greatest bad actress of her time It is 
probably not quite fair to compare her with 
the finest representative of the other kind, the 
Italian actress, Eleonora Duse, who in her 
group has that place of splendid durability 
with which legendary fame has invested 
Rachel. Undoubtedly m the annals of his- 
trionic art no other actress, of whom we 
have record, has arrived at that utter merging 
of herself mto the role, keeping at the same 
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tnne Her artistic personality free and un 
dominated adding inimitable touches which 
heightened the spintual significance of her part 
as even beyond the author 8 conception No 
finer blend of the intensity of emotions, fell m 
aD the fibres of the body, and no more perfect 
artistic form ^viil perhaps ever be seen 
again Her voice her eyes translucent and yet 
distantly opaque the marvellous sculptured 
forehead aoivned with black hair aaoss which 
ran a braid of silver grey her tranquil hands to 
which D Annunno has dedicated his ^veII 
known playt the GioconJa, all distilled to an 
unimagined degree that quality of the eternal 
fcmmine, which was Goethe s quest Equip- 
ped as both of these actresses were with superb 
technique, what m Sarah Bernhardt was 
efiulgence, m the Duse ivas a radiant sufiu 
Sion what was resplendent m the one was 
wondrous m the other Duse s emotions 
flowed m n perfect formal cadence from a 
spirit nourished m aympathy and sorrow 
The most human of actresses, she touched the 
inmost chord m the heart of the spectator by on 
intimacy of feelmg and a quietness of expression 
so opposed to the extravagance of the other 

24 
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In the part of Racine’s Phcclrc, one of the 
finest and most moving examples of the author’s 
classical tragedies, one could well imagine 
tire difference between the two. Tlie queen 
is eating out her heart in rage and humilia- 
tion because of her love for Hippolyte, her 
husband’s son by another wife In her 
passionate revenge she has him banished by 
imputing false charges against him. Tire 
tragedy ends with her life. Sarah Bernhardt 
would interpret Phedre as a large active 
woman in whom rage for thwarted passion 
flamed up Into cruel hatred. All the machina- 
tions for deceiving her husband into anger 
would be well thought out She would make 
of herself a gorgeous figure supported on excla- 
matory emotions, strong enough to wield the 
state and her own destiny m the manner 
dictated by her untamed heart ; her per- 
formance reaching the grandeur of her 
Sophoclean model, barbarous, magnificent and 
brutal, a marvellous queen incarnate with 
beauty and passion. When watching the 
Duse you would feel at once that you had 
come in contact v^th the deepest of human 
tragedies, that of unrequited love and the 
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humiliation m one e own eyes of oneself 
There would breathe from her the aroma of 
hopeless and helpless womanhood m the 
clutches of mexorahle destiny , her plans for 
the banishment of Hippolyte saturated with 
the weakness of a lover, who would fam 
appear strong in order not to be engulfed m 
disastrous disarray Every movement of 
hers would be laden with the curse of love 
against which her wounded soul could not 
stand out m defence m her fevered brain the 
plan taking the shape of the destruction of 
love for the sake of love itself And yet m 
all her defencclessness of bruised woman 
hood, one -would never miss the queen nor 
a sense of cosmic tragedy and catastrophe 
that would even transcend Racine s racom 
parable work Such tact and economy of 
gesture had never been The sbghtest emphasis 
could change it mlo a tale of domestic 
squabble This sure balancmg between tivo 
infi nities, secure in the miraculous possession 
of unerring techiuque of both body and spmt 
held the secret of that utter tenderness with 
which ahe filled our consaousnesa and ex 
pcnence, while keeping aloof, too fragile even 
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to be breathed upon. With these means she 
transformed all our preconceived notions of 
the spiritual possibilities of the histrionic art. 

The problem of the technique of the actor, 
his perfect control over voice, movement 
and emotions, is of the utmost importance for 
theatrical art. Technique is the vehicle which 
serves to communicate to us, who stand beyond 
the halo of the foot-hght, the intentions and the 
sensibility of the actor The virtuosity of 
technique achieved by the intellectual actors 
such as Sarah Bernhardt, Mounet Sully, Forbes 
Robertson, Henry Irving, Albert Basserman, 
Vassily Katchaloff, Ruggiero Ruggieri, is of a 
superior quality when compared to that of the 
followers of the school of the Duse, who 
generally attach greater value to the emotions 
which rise in the twilight of the soul But as 
techmque is essential to communication, if 
there is to be a choice between two actors an 
experienced producer will always prefer one 
belonging to the mtellectual class. The moment 
of theatrical creation occurs when the disparate 
emotions are transfigured in a resplendent 
theatrical personality. Otherwise an actor 
remains at best an intelligent psychologist. 
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The theatncal quahty cannot be divorced from 
the theatre A certain attitude of imreahly 
la needed m order to bnng out the spintuaJ 
reahty of a subject with the help of voice and 
movement This is a stfioua charge which 
modem theorists rightly level against Stems 
lavsky s tendency to introspection He con 
founds the umversaltty of his method with a 
behef m its umversal apphcabOity According 
to him anybody can be made an actor 
TTk 5 result IS that he sometunea brings forth 
actors and actresses utterly smcere m 
their emotions but lacking the enchantment 
we associate with theatrical personality The 
moment of miracle the moment when all is 
revealed m a synthesis, does but rarely occur 
with them It would have been otherwise 
had he followed the Duse s advice given to 
him m the profoimdest sentence ever uttered 
not only for the theatre but for all art The 
secret of the actor s art, she said amply but 
with gemus is iailo ricordare e /. tutto 
dimenUcare to remember all and to forget all 
at one and the same moment 

Recently we have been made familiar with 
a new personage of whom we were ignorant 
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m the earlier theatrical history of Europe, the 
producer. The word in English is clumsy 
and a more adequate idea of his functions 
would be afforded by the term, ‘ art director.’ 
He IS the person solely responsible for the 
actors, the decorations, the costumes and the 
lighting, for the interpretation of the intentions 
of the author- -m short, for tlie artistic totality 
and significance of the theatrical representa- 
tion He stands in the same relation to a 
play as the conductor does to an orchestra. 
He has to arrange the massing of the figures 
and divine the rhythm of the play, leading it 
up to a climax and then making it recede, 
which is as important for the aesthetic satis- 
faction of the spectators as the acting and the 
decors In the modern theatre he is an 
essential figure, for without him the play 
would be a lifeless mass of episodes, which 
he vitahses with his talent and to which he 
imparts an organic wholeness The theatres of 
Russia and Germany do not stage plays any 
more without him In England, with rare 
exceptions, the modern idea of the theatre as a 
place not solely for amusement or instruction 
but as an art object for aesthetic contempla- 
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tion and delight i5 nbsent nnd so the \>orl 
of the producer la done b> n conch Both in 
Enginnd and Ilnl> lands of great actors but 
not of grcil theatres, itisconsidacdauflicicni if 
the intention of the author is fairl> mlclligcnll> 
interpreted so ns to mnl e of the pafor 
mance o source of cntcrimnmcnt In lial>, 
the actors ore trained to this end b> the capo 
comico or the chief actor The producer 
\nc\s*cd as n painter uho on the palette 
of the stage, u cs os hts colours men light 
mg, and dt'ccrrs to form of them an organic 
picture Ims become an absolute ncceasit> 
The so-called nN^ant gradistc ihcalrcs of France 
hn\c nil their pln>*8 regulated b> the pro- 
ducer for ashom lhc> u c the old term mc//cur 
cn jc<^nc, n suraa'al of the times uhen n slngc- 
dircctOT used to put on paper the dilTcrenl 
places the octors on the singe were to occupy 
dunng the succeeding scenes 

No sura cj of the theatre would be com 
plctc if one neglects the importance 
attached to-day to stage design to stage 
slrudurc nnd espcciall> to lighting In the 
old days conventional curtains, depicting 
bnght-colourcd houses and uncon\inang fields 
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and mountains used to flap behind the perfor- 
mers The blue of the sky was so blue that 
there never was such blue. All this was part 
of the artistic balderdash that was inherited 
from the romantics. Till this day we see 
these bach clothes in operatic performances. 
Their ridiculous unreality is not a wholly 
unfitting background for theatrical rant or for 
operatic singers who, holding their hand on 
the heart, strutt on to the proscenium in jerks. 
With the introduction of realism all this was 
changed. The stage decoration suggested as 
far as possible historical authenticity. The 
illusion of the theatre as a mirror of actual 
experience was maintained. But realism or 
even naturalism could sometimes become 
ludicrous To take an example, when 
Andreefl’s Life of Man, which opens with 
the cry of a new-born child, was being re- 
hearsed at the Moscow Art Theatre, thirteen 
new-born babies were sent for from the state 
orphanage and made to cry. The [idea was 
to register their voices in a gramophone 
record, which would be set going with the 
slow rise of the curtain at ^ the beginning of 
the play. The directors of the theatre were 
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cLssatisfied with the mes of the children till one 
child broke into a typical howl and then th^ 
beamed at each other for here was a convmcing 
theatncal cry Taste has fortunately travelled 
far from that p>enod of meticulous application 
of the theonea of naturalism Now the 
tendency is towards su gg e stiv e decoration 
which has the added advantage of being more 
economical Thus an arch or some other 
archite'’tural or ornamental detail may now 
rqjresent a house Stage designing and cos 
tume like pamtmg were subjected to futunst, 
cubist and imagist treatment In Russia mere 
strings and trestles supply a structure for per f or 
mances This was due at first to the dearth of 
theatncal material due to the war and the Revolu 
non Later on it was adopted as the proleta 
nan s own stage-decoration and became typical 
for the productions of Mcyerhold and of his Ger 
man mutator Piscator the apostle of cons 
tructivism. and of the bio-mechanical method 
of acting m Central Europe Its success was 
derived not only from the enthusiasm for modcr 
mty of naive playgoers but because this chance 
find answered to a real eesthetic need for bare 
spaces and for the inherent beauty of 
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material, which formerly used to be covered 
over with plaster or colours. The old curtains 
are replaced by constructed sets or screens, 
such as were first advocated by Gordon Craig. 
One can never forget the impressiveness of 
the soliloquy of Hamlet, ‘‘To be or not to 
be,” within high golden walls reaching up to 
the ceiling made of screens on which the actor’s 
shadow was reflected by lights, in the perfor- 
mance at Moscow to which Gordon Craig was 
invited and where, m this one picture, he 
revealed an authentic theatrical talent. 

Much of the divesting of the stage of scenery 
is also due to the fact that, with each day, lighting 
IS more and more takmg the place of painted 
spaces. The mvention of diflused lighting 
for mteriors and of easily movable spot-lights 
for styhsed productions, both regulated by a 
dimming board, has opened up possibilities of 
suggestion and illusion that the theatre never 
possessed before. All the moods of the 
play are now accompanied by what may be 
called the music of the lights This is the 
decorative element on which the producer now 
most directs his attention. The beautiful skies 
It casts on plaster horizons, the sense of air it 
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gives on gauze curtams and the contours 
emphasised by the shadow it creates are quite 
novelties m the art of the theatre The future 
of decorative effects seems now to be mextn 
cably Imked wth advancement m the saence 
of lighting 

The structure of the theatre is also under- 
going transformation The ideal of some 
producers like Rhemhardt to (jeate contact 
between the performers and the audience by 
allowmg the actors to descend to the mam 
body of the theatre and mingle with the 
spectators has been attempted m the newer 
buildings The most important of this is the 
Neues Schauspielhaus of Berlm which is a 
huge circus like structure ^vilh the stage thrust 
to the centre from the base of a tangent 
making of the mner space a large semicircle 
Rhemhardt, the greatest European producer 
after Stanislavsky has remarkably utilised this 
theatre for splendid spectacular performances 
such as the opera Orpheus in the Underworld 
or The Death of Dan/on, wherehe could throw 
on the stage and manipulate large masses of 
actors The stage itself m all the modem 
theatres is made into a revolving table on 
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which sets can be arranged from beforehand 
and changes of scenery can take place with 
great speed. Also, a system has been inau- 
gurated at Dresden where the sets are prepared 
on platforms in the cellars and pulled up to 
the stage surface with the help of hydraulic 
machines A less expensive arrangement is that 
of a number of trolleys, covered with scenery 
and furmture, which are pushed to the front 
the moment the curtain drops. 

In this brief account of the present condi- 
tion of the stage some emphasis should be 
laid on the one factor, which hinders the 
suppleness of theatrical art and prevents the 
theatre from catching up with the fast-chang- 
ing artistic and technical possibilities which are 
being daily revealed This is literature, which 
because of its unphability, is held m execration 
by the modermsts, who naturally desire each 
change in the direction of the artistic fashion 
they foster to be immediately applicable to the 
theatre. But even stage-designing, which is 
nearest to pamtmg, is not so supple as m all 
cases to yield to futurist or cubist treatment. 
Styhsabon in the terms of modermst theatrical 
art can well do for a Shakesperean or a 
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classical play where there is the element of 
timelesaness but it la impossible to introduce 
It except m details when the play la one of 
the realistic pieces of Ibsenj Bernard Shaw, 
Galsworthy, Sudermann or of the French 
wnters of the last generation The mtex- 
dependence of htexature and the theatre is 
extremely significant While the particular 
characteristics of a literary work influence the 
technique of the actor and the producer theatn 
cal technical achievements m therr turn influence 
the art of wntmg Thus after the first spec 
tacular plays the Moscow Art Theatre had 
to change not only the entire scenic plan 
but also the technique of the actor mtroduc 
mg those half tones of the voice and emotions 
which are its special features smee pla}^ 
were wntten for it by Chekhov The capa 
aty of mvesting their art with a trenchant 
and heroic personality except for a few 
seems to have disappeared from these dehcate 
craftsmen of theatneal tracery In a similar 
manner the highly analytical and fiantastic 
plays of Pirandello have necessitated the 
founding of a theatre of his own at Rome 
because the other theatres were not smted 
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to the new technical devices demanded by 
the specific nature of his works A new 
interest in theatrical technique was not long 
ago evoked in England because of Shaw’s 
Back to Methuselah, which was not possible 
to play in a setting of the usual slovenly 
realistic scenery On the other hand the 
remarkable present-day advance of theatrical 
technique in America, under the influence 
of the Russians and Germans, has made 
Eugene O’Neill write plays like the Emperor 
Jones and Love undej the Elms The chrome 
state of experimentation without realisation 
of the German post-war stage is faithfully 
reflected in the works of the German 
expressionists such as Georg Kaiser As 
each peirticular play demands its own parti- 
cular stage-designing a modern theatre, m 
order to live, buys up only those plays which 
conform to its technical possibilities Except 
for doctrinaires, the bulk of dramatists write 
now as they have always done, all kinds 
of plays, fantastic, stylised, psychological, 
historical, realistic and so the flow of litera- 
ture to the very modernistic theatres is very 
meagre. The appearance of a play, such as 
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Hurl, O China depicting the class struggle 
of the Chinese masses against foreign ex 
ploiters, gave Meyerhold for his Theatre of 
Propaganda an opportunity of producing a 
spectacle of real merit But even the soviet 
factory cannot turn out many plays 

on the themes suggested by its art high 
command Meyerhold has turned to parody- 
ing the Russian classics which is described 
by the soviet press as the assertion of a new 
proletarian angle of vision and to-day, 
despite some bold theatncal tncks he is 
reduced to the tame level of the ordinary 
producer in any one of the pretenbous theatres 
of Europe The crisis therefore, which 1 
menboned at the begummg, can only be solved 
when a suffiaent amount of suitable htcrature 
pours mto the theatres and helps to bring out 
all those marvellous possibihbes of theatncal 
representabon which ore being constantly 
mulbphcd by recent techmcal discoveries 
and mnovabons 



SOME CONTINENTAL WRITERS 

( 1932 ) 

I 

One who has constantly lived on the 
Continent during the years that have elapsed 
since the outbreak of the Great War must 
divine the strong undercurrents which run 
below the entire social and spiritual fabric 
of Europe. Even the occasional visitor is struck 
by strange changes and by unexpected 
moral reactions but he cannot ’ possess what 
might be called the physiological awareness 
of these new forces. There is no use m 
dogmatising, as is so often done, that these 
forces have already a definite direction and 
a programme. In fact, Europe is passing m 
all the phases of life, through a period of 
swiftly changing experimentation in which one 
feels the presence of vitalising elements that 
have not yet substantiated their claim to recog- 
nition as essentials for a renaissance. Their 
very presence, however, points to a general 
inquietude of the spirit, which at moments 
unchams superabundant energy. We are 
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assisting at the spectacle of a world tliat lias 
lost Its bearings and is adnft on the dark 
waters of tune 

In describing the present state of Europe 
I woiJd not use an extravagant apocalyptic 
image wae it not that a foreboding of disaster, 
a sentiment of what the French term angoiase 
permeates aD the works of the modems, 
whether m the figurative arts or m 
hterature mspite of an assumed tone of 
optimism and cheerfulness Contemporary 
European culture hopelessly clutches at every 
hope not knowing whither it might lead 
It 18 strongly consaous of one fact only that 
change is immment and must come We thus 
witness a hankering after social ideals which 
negative all its democratic and freedom loving 
longings but which have at their basis m the 
words of he futurist Andr 6 Salmon the 
acceptation of events provided they are on a 
marvellous scale It is not to be wondered at if 
the young are suscephble to the glamour of ex- 
periments which cut across the hves andliher 
ties of millions, but we see the strange spectacle 
of writers of an old generation Romam Holland, 
Bernard Shaw;^ Georges Duhamel, Thomas 
26 
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Mann, paying tribute to systems which undou- 
btedly hold out hopes of a change even if 
they are utterly at variance with their huma- 
nitarian idealism. They are willing to risk 
all provided the world be remoulded some- 
how The war has left behind - a trail of 
bitterness to which the reformers are keenly 
sensitive. But in their revolutionary exaltation 
the kindest amongst them would not wince 
at a similar carnage, only if it were confined 
within the bounds of national frontiers. 
Civil war does not appear to hold for them 
that horror which they experience at the 
thought of an mternational war. But the 
spirit of revolution is as thirsty for blood as 
the spirit of war. For these humanitarians 
blood may flow as long as it results in a 
drastic revision of moral and aesthetic values. 
They only stand out against territorial recons- 
titution or expansion^ The Great War, they 
hold, marks an meluctable cleavage between 
the old era and the new in every sphere of life. 
It is true that no event in the history of mankind 
has so distinctly divided two epochs. But 
while new political areas have been brought 
mto existence new forms of the spirit have 
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not yet emerged TLere might have been, 
if one were to agree with them, arbitrariness 
m the reshuffling of political frontiers, but no 
such phenomenon has taken place within the 
bounds of the mind, which still clings to the 
achievements of the past When even states- 
men have to justify their acta by historical 
reasons it must be obvious that the products of 
culture should not be denied their organic 
attachment to mtellectual tendenaes of the past 
In reviewing the currents of modem European 
hterature it is wise for the cntic to adopt 
this rather conservative view Nevertheless, 
one cannot lose account of a new apprehension 
and a ne^v intention A literary reaction pre- 
supposes the presence of something near and 
hvmg against which it reacts This is often 
an admomtion and a corrective and its r^Ie 
in the bnth and grmvth of new movements 
cannot be neglected 

For the extreme flank of modernist wnters 
such as Aragon m France the late Mayakovsky 
m Russia the group of the Nme hundred m 
Italy, and the pioets who cluster round Klaus 
Mann in the Anihologie Jiln^ster Lyri}^ m 
Oermany, there is no more hateful name than 
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that of Marcel Proust. He is preeminently 
the author of v/hat they contemptuously call 
passoisme. His most important work, a series 
of novels, stupendous in bulk, A la Recherche 
du Temps Perdu (On the Track of Lost 
Time), was finished during twenty-one years 
of illness, and was being published with its 
climax Le Temps Retrouvd (Time Refound) 
till about four years ago. His is thus a 
literary influence which has been contem- 
porary with all the new modes of expres- 
sion There is no doubt that this work in 
its proportions, so disconcerting to the modern 
practice of speedy executions, in its themes 
and their treatment and especially in its pule 
aestheticism rounds off completely and ade- 
quately the pre-war epoch. It deals with 
the experiences and more particularly the 
sensations of a man of the world, described 
in all their minutest psychological detail, 
which, inspite of the length of the analysis, 
IS deliciously readable Almost a third of 
one book is devoted to the study of the 
different stages in the emotional reactions 
of the hero, who is Proust himself, at the 
contemplation of Albertme, the heroine^ 
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if there be such a £gure as a heroine m 
this vast conglomerate canvas of men and 
■women, m the posture of sleep The kiss of 
Albcrtme for him was an event deeply hnked 
with all the spiritual and social phenomena of 
his time This work has often been called an 
autobiography Proust was a brilliant social 
figure of his time and painted m Kis hero all 
the ultra refined snobbery, perveraihes poses, 
and deliberate inhumanibes which character 
ised the decadence of manners m the Parisian 
world of fashion of the period immediately 
preceding the ^var But his book is something 
more than the erpenences of one man It can 
be called the confessions of the aesthetic 
Everyman who dates from the nineties 
Proust single-handed, has given expression to 
all those ideals of ezquisiteness m sensuality 
and vice, to ideals of beauty as an end m 
Itself and to the decorative movement of 
human scnaibihty which two generations of 
Englishmen and Fren chm en had been vainly 
trying to achieve The difference between 
them IS that whilst the aesthetes of the nmebes 
gave a great importance to immediate sensa 
bona, Proustj like the supreme hedonist 
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was, took as his material Ins memory of 
igs that have been. There is something 
retie in the thought of this elegant artist, 
ipped with all the French gift of penetra- 
and unshrinkmg analysis, feeding upon 
memory in the despair of an incurable 
ady. One can discern in his work a clear 
inction between remembrance and memory) 
latter being a systematised organic texture 
/en of remembrances As he says * 
rhus the spaces of my memory by and by 
peopled with names, which fall into line, 
h one related to the other, establishing 
ongst themselves more and more numerous 
itacts in the manner of those completed 
rks of art, where not a single touch is iso- 
:d and where one part derives from the 
ers its justification of existence at the very 
:ant where m its turn it establishes for them 
ir right to live. ’ ’ 

Andr6 Gide, in one of his most brilliant 
ments as a critic, in comparing Proust’s 
rk to the essays of Montaigne, said of him : 
rhat which 1 admire most in him is, 1 think, 
talent for squandering I know nothing 
ire needless, nothing which seeks less to 



SOME CONnNENTAL WRITERS 207 


prove No social problem, no social mjua 
bees ever troubled the spirit of Proust, as he 
lived retired m hia ivory loiwr closely ponder 
mg upon the tablet of his heart In the midst 
of the new aenaibiLbes which \vere surging 
round him during the ivar he remamed classi 
cally insensible and imparbapatmg There is 
a wholeness and even grandeur m this detach 
ment No great arbst of his type has ever 
existed ivho was so unmtuibve to his 
environment and so mluiUve towards what 
%va8 never to return He could have the pre 
sumpbon of saymg with Fmnas Thompson 
* The tvorld shall glean of me, me the 
sleeper The War to him ^vna an mconvem 
cnce and nothing more So aloof did he Lve 
m the deLdousness and voluptuous abandon 
of his expencDccs that had he heard the trum- 
pet of doom he ivould not have stirred to the 
wmdow, but leant his head bach on the pillow 
raietahmg it for a call to a ceremonial parade 
As he himself says, he is utterly lachmg m 
histoncal cunosity Its place is taken in him 
*‘by the acsthebc pleasure in the search for that 
moment when everything bears relahon to the 
narrator who says I, but who is not always 
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me.*'^ At another place he says : “ Beauty 
is a series of hypotheses which makes ugliness 
shrink, while it bars the road that we already 
see opening on to the unkno^vn 

It will be evident why m Proust’s 
deliberate, pure aestheticism the naive revolu- 
tionary spirits find their bitterest foe. His 
notion of time, a word he intentionally uses 
in the title of his work, is something static, 
compassed within the range of a vitalising 
memory It is not the modern idea of flux 
holding inside it the germs of an ever- 
progressive life To the younger witers, 
he is the advocate of all those cultural ideals 
which characterised the degenerate high 
bourgeoisie. The more galling, therefore, 
is the fact that their elders and strangely 
still they themselves are being constantly 
betrayed into his influence at moments when 
they find themselves floundering. In the 
cacophany of their ‘masculine’ verses or ellip- 
tical prose sentences they are irritated to 
discover how Proust’s notes of a subtle refine- 
ment imperceptibly intrude. In their doctrinal 
blindness they do not see that Proust is as 
utterly dispassionate towards the past as he 
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IS towards those who claim to hold the promise 
of the future The impassivity of his finely- 
sculptured Janus face is turned alike towards 
the road that recedes and the road that leads 
on In the flow of time he has captured a 
refuge and possessed it for his own No 
doctrmes emanate from him For all he cares 
the past and the present might be dissolved m 
the flood as long as he is safe and secure 
He says himself *‘LaterI\va8 often ill and 
durmg long days I had to remam m the ark 
I then understood that Noah could never have 
seen the \vorId so ^vell as from the ark despite 
the fact that it was closed and there was night 
on earth 

With Proust 8 aestheticism one may con 
traat without contntion the other great artistic 
influence of our days, Andr6 Gide, sensualist, 
communist and seeker after god His pre- 
occupation m his poems and novels has been 
to discover the strange possibibhca of man 
seeking the way to an existence m pathos 
He has put down as his doctime ** the nega 
bon of all rule, the exaltabon of sensual 
ecstasy, and the anruhilabon of all that is 
neither scnsahon nor fervour ’ His great 

27 
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attraction for the moderns, apart from his ex- 
quisite artistry and the mastery with which 
he grapples with his themes, raising them at 
moments to an unexpected poignancy of feel- 
ing, as in his marvellous novel La Porte 
Etroite, lies in the fact that he deliberately 
sets out to revise the existing moral values, 
though more often than not in terms of deca- 
dence. Notwithstanding, his creed of fervent 
sensationalism supplies the moderns with a 
justification for their own disjointed and epi- 
leptic efforts at expression Gide is, moreover, 
extremely economical and exact m his words, 
which brings him much nearer contemporary 
literary products than Proust for whom, 
metaphor alone can give a sort of eternity 
to style 

Till a few years ago the calm surface 
of Gide’s genius was ruffled by the 
breezes, but not by the winds, of social 
changes, to which Proust had remained so 
magnificently unresponsive An atheistic 
society and the transitional disorganisation 
of the spirit which would ensue in its wake, 
the birth of a new discipline based on a 
negation of virtue for the love of virtue 



SOME CONTINENTAL WRITERS 211 


Itself was tte subject of his last book before 
the War, Les CaVes da Vatican, and of his 
colossal recent novel, Les Faux~Monnayeanj 
which in Its proportions may be compared to 
Tolstoi s War and Peace and m it mtcnmty 
of pure analysis to the Possessed of Dostoi- 
evsky But It IS not merely this which has 
made him the preferred guide of the literary 
youth of to day He exhibits a cunous combi 
nation of moral and spiritual disarray %vith a 
ccitam self imposed discipLne which lends 
a quasi-clasaical formal quality to his works , 
he unites tradition and freedom from tradition 
m the framework of a complete, finished work 
of art As he himself says ' Art is always the 
result of restramt and because his material is 
comparatively fresh and the web is linked with 
the past he is at once the despair and the model 
of the young Besides the translator and 
enbe of Shakespeare, Blake, Wilde, Tagore, 
Browning Conrad Nietzsche and Dostoievsky, 
he alone of the great French wnters of to-day 
IS permeated with the genmne cosmopoLtan 
spmt Dostoievsky s faculty of eene de- 
composition of the stages of the spmt impreg- 
nated with a deep human pity hia divination 
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of perfection in the imperfect are the enduring 
sources of his creations. But unlike the 
master he remains always exclusively and 
deliberately an analyst never even trying to 
suggest the possibility of a completeness. 
He says . “ and that what 1 have been seek- 
ing on the long roads is not so much an inn 
(wherein to feed) but hunger itself ’ ’ As a 
result of this, unnerved by spiritual perplexity, 
he seeks rest in tenderness towards man, 
man in the captivity of conventions and 
yet how supremely free to squander his 
riches without aim and need This leads 
him to the problem of the liberation of the 
individual from the mechanisation of life by 
war and the prevailing social institutions. 
He has thus discovered the most popular 
theme for the creative powers of tire younger 
authors. He becomes their accepted leader 
in another way by announcing that the 
triumph of individuality can only be achieved 
by the renouncement of individualism. To his 
followers and imitators, especially in Germany 
where he is in fashion, this has meant 
the confining of the individual within the 
bounds of a mutual-aid collective spirituality. 
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In Russia it has meant the * rationalised 
employment m the realm of art of the crea- 
tive energy of the mdividual for the exclusive 
service of the state 

For him, however, the word renounce 
ment really stood for something else In 
art It implied the negation of garruLty 
slovenliness, preaosibes , it represented an 
epicurean ascebosm which made him 
say * Everything that is delicious to 
me IS my enemy or at another place *' I 
would like to amve at the maximum of 
transparency at the total suppression of my 
opaqueness In life it meant the losmg 
of life Itself m order to gam it, a notion 
much amplified m Si Ic grain ne mctoi, the 
btle of his counigeous autobiography Beauty 
hes m risking he says Man must die m 
sm and sordidness m order to be reborn m 
divinity He must be capable of wastage m 
the Prousban sense Gide advocates “the 
perfect ublisabon of oneself m a life of m 
telligent restramt Therefore he says of 
himself I have hved loo wisely till this day 
One should be lawless to live the new laws 
O deliverance^ O liberty I and m another 
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place “ I have become a roamer in order to 
brush against those who roam. I am full of 
tenderness for those who do not know where 
to warm themselves, and I have passionately 
loved all those who wander.” He would like 
to be a hero “who struggled with the Lord 
till the latter blessed him,” but m reality he 
only believes in life because of an almost per- 
fect satisfaction which he acquires “m the 
effort itself of trying to believe and m the 
immediate realisation of happiness and 
harmony.” It is this deep current m Gide’s 
work, the idea of renouncement, that makes 
the heroine of his best novel, the Narrow 
Door, throw herself into impurities for the 
sake of salvation, which has most often been 
missed by his followers. The elements of the 
problem appeal to them and not its solu- 
tion. They are especially attracted by the 
psychology of disarray underlying it, which 
makes Gide the most representative writer 
of the modern intellectuals m the same sense 
as Proust was of the high bourgeoisie of 
before and during the ,War. The authentic 
intellectual, however, with his indecisions, his 
vital and complicated moral problems is the 
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b^e nonre of the German and especially the 
soviet modmnsts But once he has agreed 
to tread the common way, though reluctantly, 
even a httle way, poputchik m the soviet 
jargon, his adhesion is not neglected 
as a factor m the tasL of social and spiritual 
reconstruction 

It IS not by chance that Paul Val^ the 
third of the great influences that dominate the 
hterary tendenaes of to-day should have 
dedicated to AndriS Gide the celebrated collec- 
tion of his poems La Jeune Parque which he 
published m 1917 after fifteen years of 
reticence Beginning as a symbolist he had 
come m contact with the overwhelmmg per- 
sonahty of Mallann6 and bis first poems were 
directly mapired by the master But very early 
he found that this practice of verbal mysbasm, 
m the clever words of a French enbe, did not 
satisfy his strivings after an ideal of pure 
unalterable poetry Contemptuous of a public 
guided by vam tradibonal tastes secluded and 
aloof he was waiting for a new type of 
consumer of poebcal products Valery was 
extremely sensitive of the waste brought about 
by the war and he felt that its tnals would 
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sufficiently cleanse man to form of his con- 
sciousness a fit receptacle for his verses. 
He did not hope, as might be supposed, for 
the emergence of a new man. On the other 
hand, according to him, his reader should 
be fully equipped with all the achievements 
of culture and would give Reason and its 
off-spring. Intellect, their place of primacy in 
human faculties. The muddle of the War 
had clearly proved to him the insufficience of 
Reason in the activity and thinking of man. 
He shrank from poetical and philosophical 
intuitivism. If a man of his exquisite culture 
and scholarship had been given to hackneyed 
imagery he might have said that he stood for 
the slow disciplined cadence of poetry, which 
emanates in the labyrinth of the head, not for 
the easy flow which takes its rise in the per- 
ceptive shallowness of the heart. The logical 
form was the only worthy framework for the 
raw material of human sense and sensation 
He speaks of himself as a mathematical poet ; 
he believes that ornamental conception 
should stand in the same relation to the 
specialised arts as mathematics does to the 
other sciences ” He has laid down with 
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clanty “ that the most general group of our 
transformations which compose our senses, 
ideas judgement, all that manifests itself 
within us or outside us, admits of an invariant ' 
It 13 this mathematical factor which he seeks, 
first m the fecund artistic concepuon and 
then m its translation into expression His is 
the doctrine of literary adequacy pushed to the 
extreme “ The invariant of Valdry, in the 
svords of a French cntic, "is the capaaty to 
raise oneself to the plane where all the forces 
of the spmt artistic and saenlific, creative 
and passive join in a unique pomt The 
ideal man therefore to him is he who 
believes in the unity of thcspint to the extent 
utterly to be able to dominate the vain opposi- 
tion between the arts and the saences At 
another place he saj-s that a great man is 
“a hypothesis of physics, n complete system 
m himself In one of his lighter moments he 
pithily describes his creed in the followmg 
words " The things of the world do not 
mterest me except m their relation to the m 
teDect Bacon once said that this intellect 
was an idol I agree but I have found noth 
mg better to replace it with 
26 
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Paul Valery has elaborated his artistic 
theories m a remarkably subtle book A n Intro- 
duction to the Method of Leonardo da Kinci, 
and in his play about the architect Eupalinos. 
The choice of his subjects indicates the high 
appreciation he accords not merely to the 
masters, but to the master-craftsmen of the 
arts. He is especially sensitive to the abstrac- 
tion and completeness of the architectural 
melody, which emanates from man’s brain 
cind invests itself in structural form That 
is the ideal he has set for his own art. No 
poet in any language is more difficult to 
render into another because his peculiar 
emphasis is inseparably linked with the almost 
total etymological precision of French words. 
To understand his poems, or even his prose, 
one has to be saturated in the traditions of 
latimty. A foreigner can only detect the 
architectonic quahty behind rhythms and 
words exquisitely and deliberately chosen and 
be content with the almost unbearable gleam 
which emanates from them, a gleam, which, 
at times, makes one physically ache. 

In drawing-rooms and among younger 
people on the continent there is at present a 
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tendency to hold one a breath and roll one s 
eyes the moment Valery a name 13 mentioned 
His verses arc often ated, but the look of 
blankness which invnnably accompanies the 
reading is disguised by one of sublimity In 
Val<hnan circles, which aasi in almost all the 
universities and intellectual centres of France 
Germany and Italy one assists at the pathetic 
spectacle of a group of people utterly distrustful 
of one another a mtelhgence and yet gathered 
together because of an exalted sentiment 
of snobbishness For as has been said no 
poet 18 60 elusive of the understanding which 
can be put into %vords no writer so utterly 
untranslatable into another language mto an 
other consaousness even when it is nourished 
at the same literary sources as his own It is 
a paradoxical but not an unuiual phenomenon 
m the history of literature that an author s 
influence chiefly derives from an imdeistandmg 
of his hterary doctrmes simultaneously with a 
misunderstanding of their appheaUon m his 
works In England as well as on the Conti- 
nent we owe much to a fecund misunderstand 
mg of this kmd of the worka of Shakespeare, 
Blake, Keats, Stendahl, Wilde, Stnndberg, 
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Mallarme and especially of Dostoievsky and 
the Russians. If Proust represents the valiant 
decadence of the man of the v/orld and Gide 
the creative confusion in the modern intellec- 
tual, Paul Valery is the fountain-head of 
aesthetic doctrinairism, of a systematised poetic 
discipline. 

I have deliberately chosen three great 
French 'writers ■with whom one could connect 
the literary tendencies which obtain-today . Not 
only because of the immense prestige, which 
French literary productions have always enjoy- 
ed in Europe, but because for the last fifty 
years, since the days of Alfred de Musset, 
France has been the country of art programmes 
and manifestoes. No purely literary move- 
ment, the very name of which implies a syste- 
matic application- of a set of creative doctrines, 
has emanated in recent times from any other 
country, and this fact was even accepted by 
pre-War Germany, say, m the verses of 
Stefan George and Rilke There, inspite of 
the fanfare of spiritual detachment, modernist 
productions have always been dependent 
on the artistic theories promulgated on the 
other side of the E^ine, as was admitted by 
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Rilke during his last creative phase A special 
reason has contributed to what might be 
called the literary hegemony of France Even 
though Pans is the most important meeting- 
place of mtemational talents, the steady and 
calculated effort of the mtellectuals in France 
has been to keep then: hterary sources as im- 
poDuted as possible Inspite of her compara 
tive isolabon due to the deliberate mcapaaty 
of the French to learn foreign tongues and the 
consequent meagrencss of translated hterature 
m that language it has, of course, not been 
altogether possible for France to keep quite 
out of touch with hterary tendencies obtaining 
elsewhere But its cosmopohtanism has been 
dehberately disaplmed to the exigencies of a 
nabonal hterature Calculabon is an element 
which plays as great a part m pohbcs and the 
private life of the French as m oesthebc crea 
bons 

The works of the three authors whom we 
have been dealing with Tide astnde of the 
pre War and the post War epoch Yet with 
perhaps the excepbon of Gide their hterary 
influences have only begun to penetrate our 
consciousness since the end^oft he ^er We 
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have especially paused to consider them because 
at a period of experimentation their works 
represent solid realisations. It must not be 
supposed, however, that they hold any exclu- 
sive right to be regarded as the only sources 
of inspiration to-day. What we claim for them 
IS that their influence has been more general 
and their literary theories more capable of con- 
crete formulation and apphcation We must 
not forget that at the present moment there 
exist other great literary figures, some perhaps 
more talented and original than those 
mentioned by me, who began writing before 
the War and are continumg to do so now. 
Admired though they are by the more reason- 
able of the younger generation they fail to 
attract a following. They are more like lone 
lighthouses that imply the presence of life, 
when the sea is dark, they indicate the 
rocks that wandering ships should avoid rather 
than gleammg ports for men to gather m 
Gerhart Hauptmann of the Weavers is still the 
greatest man of letters m Germany, Jacob 
Wasserman of the Christian Wahnschaffe the 
worthiest novelist, and Stefan George of the 
Seventh Ring the most significant poet In Italy 
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D Annunzio still continues to posture raagnifi 
cently m the uniform of an aviator m his lone 
residence on the Lake of Garda defended by 
a tmy gun-boat on which he martially saunters 
forth on the rather exiguous and all too farm 
har sheet of water, dreaming of Caesar and 
the Nobel Prize He shll writes his gorgeous 
unreal prose as m hts book of vainglonous m 
trospecbon, which he pompously called iVo/ftimo 
because when his eyes were bandaged after an 
operation the world was plunged mto irretnev 
able darkness Though Kis highly-embroider- 
ed words still give a flush of pleasure to a 
people endowed with exatability and a passion 
for rhetoric, though his dream of Rome coming 
back to her own as the mistress of the world 
ruling agam over Spam and France and 
England as of old, still rouses m us an mdul- 
gent smile at his splendid hallucination, yet no 
real contact exists between him and the metal 
he thump to the accompaniment of which 
that new-old vision is being brought to Lfe m 
his native country Happy to be called now 11 
Commendante m memory of his tragi-comic 
mihtary exploit at Fiume or by his recent title 
of The Pnnee of the Snowy Mountains his 
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decadent simile of horses feeding upon 
roses has been transformed in modern Italy 
into rashly-dnven motor-lorries along macada- 
mised strade voraciously devouring imported 
petrol. 

In England Mr Bernard Shaw is still 
adjusting his cap and bells and throwing 
himself, with that tactless mixture of sincerity 
and publicity, which he has made his own, 
mto the defence of every movement provided 
it has the disapproval of the bulk of his 
countrymen. He still amuses but he is 
gradually ceasing to shock or to surprise. 
Receptive as he has remained even now to 
the breezes that blow, in the same manner 
as in his younger days he was open to all 
that then were modern influences from the 
Continent, Strindberg, Brieux, Wagner, 
Nietzsche and Tolstoi, he has attempted to 
include the modern attitude in his St Joan, 
where even he has been awed at his best 
moments by his text inspired as it is by the 
ecstatic simplicity of his subject. But he still 
remams preeminently the artist a th^se. He 
has used his heroine to prove that war cannot 
be conducted by generals, as earlier he had 
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maintnmed that medical practice should not 
be earned on by doctors He is too immersed 
m his own traditions not to miss this opporta> 
nity of stressm^ that it was not so much the 
divme voice m the ears of St Joan which 
impelled her on her etartlmg enterprise, but 
her simple peasant extraction By mtro- 
duemg a scene m heaven wth a modem man 
m top-hat and frock-coat, m a characteristic 
mood of buffoonery, he has attempted to 
^vnggle out of that note of pfel^ forced on 
him by his theme and which for the sake of 
his reputation he had to betray 

The older Russian literary camp is divided 
mlo two Of the best known pre-revolu- 
tionary wnters an ovcnvhclmmg majonty is 
beating its wings in the void m exile, emigres 
pnnapally in Pans Mcrejkovsky, Boumn, 
Balmont, Zaitseff, Madame Gippius are still 
wntmg m their old strain to a d%vmdlmg 
reading pubhc Some writers of a slightly 
younger generation, such as Aldanov and 
Osserghme, are trymg to mlroduce a newer 
method of treatment and helpmg to sustain 
the energy of hterary creation m unsympathe- 
tic environments In the soviet camp^ of the 

29 
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more important of the older writers, we find 
Maxim Gorki, aesthetic arbiter of the modern 
fashion, himself trying to write of the new 
changes, but in the same accent with which 
we had been made familiar in Foma Gordie^ 
andCieatwes that once were Men Official 
artistic knight-errant of the soviet regime, he 
prefers, apparently for reasons of health, to 
live at Sorrento in the pleasant, but doctri- 
nally to him hateful, land of Italy spending 
every year some glorious weeks of ovation 
among his relentless admirers in Russia. In 
Switzerland, in the seclusion of a village 
with urban amemties, M. Romain Rolland, 
like a spiritual spider, still attracts to his 
humanitarian web all the glittering flies that 
travel to Europe. His publicist and artistic 
writings of to-day prove the old dictum of 
criticism that a well-disciplined unflabby head 
is as necessary for literary creations as the 
kind of large and generous heart, which he 
undoubtedly possesses 
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II 

The cnsia of traditional aestheticism as 
we have seen, was already acute during the 
penod which were the mcubating years of 
the War To one who had been closely 
following the march of litCTary events and 
suffering from a feeling of surfeit it seemed 
that war and the destruction it earned m its 
wake with the suggestion of a new life was 
as great a necessity for the outlet of pent up 
political passions as for the cxeetive artistic 
ene:^ The imphcabons of this tragic 
presentiment went deeper than the merely 
artisbc problem involved It touched the 
whole spintual and physical existence of the 
cultured man The uneven value given 
to the mtellectual against the physical 
m our lives which had resulted m 
deteriorated human types with unbalanced 
judgments and a senseless detachment from 
the facts of pragmabc reality had placed the 
quesbon of educabon m the forefront of the 
social preoccupabon He who witnessed the 
first movements of those who rushed to the 
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battlefield must have noticed how for some 
the idea of physical prowess in war proved a 
much greater impetus than the unconvincing 
slogans that were then being fabricated in 
propaganda workshops. Involved in the 
catastrophe, it became evident that those who 
had a right dosage of physical and intellec- 
tual training were greater assets in the combat 
than those who had developed abnormally 
in either direction. 

Some such apprehension of the problem 
of the culture of the future lay at the back of 
the crude minds of those, who m 1 909 signed 
the first manifesto of futurism. In an inex- 
plicable manner, almost in a paroxysm of 
mtuition, the futurists had foreguessed the 
coming triumph of the doctrine of order based 
on physical force, which was to replace 
the undirected and wasteful floundermgs 
of social philanthropy. In the war that was 
bound to come, they divined the germs of 
the liberation of mankind from a too great 
convergence towards intellectualism, which 
had deified in its temples two meretricious 
goddesses, Beauty and Sublimity. They 
were not endowed with great sensitiveness 
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nor could they hear the distant liturgy of 
events, but they were young and they 
physically sensed the disintegration round 
them The solution th^ offered was childish, 
or 80 It then appeared They thought that 
all the evil lay in introspection and m mtenon 
sation, a word they loved for its sonority by 
which they understood, if they understood 
anythmg at all the faculty of man to mirror 
all beauty m his heart instead of throwmg it 
out of him mto action They were pre- 
eminently activists, m the poLtical jargon of 
to-day The personal, intimate emotions had 
no value unless they were dynamically 
expressible men s veins should be filled with 
blood and not with eau de cologne |Words 
m themselves, with their spiritual and 
aesthetic content, were also useless, or almost 
useless as media of true artistic expression 
They held wth Croce that all that came to 
one m mtuition was by its very nature ex 
prcasible and demanded expression There- 
fore from the dicUonanes of then tongues 
they extracted the ejaculations and the 
pimctuabons and maintained that these were 
greater symhols of rr>Rn s need for expression 
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than mere words. Could they have carried 
their theories to a logical conclusion they 
would have preferred, as they sometimes 
actually did, the bludgeon as the most 
adequate vehicle for the expression of human 
emotions. But since theirs was a literary 
movement, they could not quite rid themselves 
of the opprobrious habit of using words. 
So they restricted their application. They 
preferred slogans to poems, placcirds to 
pictures, advertisements to novels and time- 
tables to long tales of travel. Marinetti 
magnificently declared that it was their aim to 
free the world of the fusion of two concepts, 
which until then had been considered indis- 
soluble, viz , that of woman and beauty. 
They were out to “replace it with the idea of 
mechanic beauty . to exalt the love the 
Machme ” 

Filippo Marinetti was born in Egypt in 
1878 and studied m Paris. In 1904 he 
founded the poetical review Poesta and in 
1909 began publishing his manifestoes on the 
new art He has written both in Italian and 
French, the bulk of his works bem^ m the 
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are in hi8 own native longue the first entitled 
Zang tumb tumh and the other Five Soids in 
a Bomb both of which, though they contain 
passages of suggestive vigour, are rather 
tiresome Mannetti e importance is not so 
much as a wiler as the founder and theorist 
of futurism In his programme he has given 
a hundred characlcnslics of this movement, 
which can be summed up in one clumsy 
word, ontietatic It is amusing as well as 
mstruebve, to know some of them, expressed 
as they are m his peculiar vocabulary 
paroxysm, anti museum, anti culture anti 
academy, anti logic, anti-gracefulness anti 
sentiment, agamst dead towns modemolatry, 
rehgion of novelty onginahty, velocity, 
geometncal splendour aesthetics of the 
machine destruction of syntax geometncal 
and numerical sensibility, brvilume (which 
may be translated as noisism) plastic 
dynamism physical transcendentalism, 
simultaneity of hfe declamation abstract 
painting of sounds, noises odours weights 
and mystenous forces etc 

However absurd at first sight some of 
Ivlannetti s postulates appear there is a senous 
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backgroun(3 to them which cannot be denied, 
inspite of the exuberant disjomtedness of his 
language reminiscent of the patter of a 
professor of Black Magic. The intuitivism 
which lies at the basis of futurist products, is 
a plausible inference drawn from Croce’s 
aesthetic doctrines, which imply that deli- 
berateness should be banished from all art 
and replaced by sudden illumination, by a 
revealed synthesis Croce must certainly 
have been surprised when he learnt that these 
hoohgans of literature had made of the word, 
divorced of syntax, the brutal weapon with 
which to fortify his theory of aesthetics. 

Of the followers of Marmetti not one has 
been able to keep to the word of the law 
promulgated by him In Paolo Buzzi, one of 
his ardent disciples, author of a book called 
Aeioplanes, we see how after singmg the 
praises of machines and velocity he slides into 
usual traditional poetry. The capacity of 
sustamed insolence, derivmg its force from a 
programme, however much it might reflect the 
tendencies of the age, is not for any of Marinetti’s 
talented followers long-enduring He himself, 
now that he has become a nominated member 
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of the Royal ItaLan Academy, is beginning 
to change hia role of a stormy petrel for that 
of an oracular owl For three years before 
its arrival to power, futurism vfta the official 
htcrature of dynamic Fascism, but now the 
pendulum has agam swung towards the 
traditions Soffia, the most bnlliant of the 
futurist painters, has become classical anti 
romantic and xenophobe However, he still 
retains hia old accent m a new ideology when 
he says ** Oh, if I could possess a style 
which would peel as an orange, the world 
of the senses, I would place it before you 
with Its perfume and the juice, which flows 
from it if only my words could become as 
mtnnsic and conaele as the thmg they signify, 
and if they could only move m the tissue of 
the sentence like the molecules of a body m 
a perpetual vital paroxysm I woiJd then 
deliver over to you this universe which ehrs 
within me and which almost suffocates this 
universe limpid and palpitating like a land 
scape mnrored wthm the pupil Soffia a 
case shows what a disapLnary r6le futurism 
has played m Lberatmg thought from the 
anaent images and adding an element of 
30 
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novelty and almost “ nervosity ” to style 
With people, however, who do not possess 
the delicacy of his temperament and the poise 
of his emotions, it inspires poems such as the 
one by Palazzeschi, who has now left futurism 
and joined the band of the neo-Catholic 
poets. 


The Sick Fountain 

Clof. Qop, cloc 

Cloffte 

Cloppte 

Cloqlte 

Queueueu 

Down there in 

The courtyard 

The poor 

Fountain 

Sick 

What suffering 
To hear it 
Cough ’ 

It coughs, 

It coughs. 

It becomes silent 
A little, again 
It coughs etc 
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But not being merely a bu^oon the new 
method does not hmdcr Palazzeschi from 
wntmg true poetry, when he is not fooling, 
as m the poem • — 

Three little hooaes 
With pointed roofs 
A smell meadow 
A thm ttreara the Rio Bo 
A cypress watches 
Microscopic country it s true 
No country et all but 
Above it there u alwasm a star 

Though bom m Italy, futurism has had 
a world diffusion In every country of 
Europe it appeared at the psychological 
moment when a new mode of expression was 
most needed It really supphed jroungmen 
who were bursting for expres s ion, with an 
easy vehicle for the nmisposition of their 
youthful energy, if not al^vays of thar poetical 
urge Neverthelessi mtegral futurism has 
never been practised by any of its adqpts 
Its chief r6le has consisted m setting aHoat all 
those other movements, "v^ch end m lams, 
of which the more extreme htcraiy journals 
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are full and which often differ from one 
another because of the personal element 
and because of that natural vehemence, that 
possesses many young poets, to lead a move- 
ment. In a moment of unwonted modesty 
Marinetti lays claim to the fatherhood of 
literary movements such as cubism, dada- 
ism, French surrealism, Russian beamism, 
German expressionism, Spanish ultraism, 
Yougoslav zemthism and English vorticism. 
Of some of these movements one is surprised 
to hear for the first time in the list he gives 
and their names have not improbably been 
invented by Marinetti in order to hearten 
himself that he shll remains the sole source of 
inspiration of modernist tendencies. French 
cubism has, however, had an interesting 
destmy and owes its doctrines to Picasso, who 
first applied them to painting In fact, most 
of the movements named by Marinetti belong 
as much to painting as to literature Picasso, 
one of the keenest mtelligences of our day is 
a Spaniard settled m Paris to whom can be 
preeminently traced, if not the revival, the 
focussing on the integrity, of painting 
after the twilight sleep of impressionism 
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A great and ongmal painter cxpcnmenling 
in all the prevailing manners, he came 
to a definite conclusion that it \vn3 ^v^ong 
to derive art from the source of our fleeting 
impressions but from an intuitive insight into 
the very nature of the object depicted In 
other words, his method %%*as to divine the 
spirit of a thmg and to portray it m mass for- 
mations or 8>'nthclic lines avoiding as much 
as possible the representational however much 
the result might militate against our accepted 
notions of nature He %vishcd to substitute 

visibility by vision He well knc>v that his 

ihconcs required a new technique, not that 
of suffused colours and vogue lines which 
had draivn to impressionism the adroiralion of 
dreamy middle-aged people but the well 
drawn precise line as3erti\c colours and the 
juxtaposition of mosses in all then inherent 
massiveness This digression into the realm 
of painting seemed necessary m order to make 
as clear os possible the literary implications 
of cubism Appolmairc, a Pole, who had 
lived m Pans and identified himself with 
French culture was perhaps the first literary 
exponent of it He died fighting m the War 
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During the years 1913 and 1914 his book of 
poems Les A Icools was the gospel of artistic 
expression which every young writer, possessed 
of ambition, kept in his pocket and surrepti- 
tiously read on the top of buses. To the 
disciplme of his French bringmg-up he added 
an element of extravagance due to his eastern 
extraction. Surrealism, the natural sister of 
cubism m letters, persists till these days, 
though it has latterly begun to recede to the 
background of literary fashions. Appoli- 
naire s contribution to the doctrine of the new 
art was clothed m a felicitous image, often 
repeated by his disciples, in which the deh- 
berate deformation of reahty, by dissociating 
those elements which are ordmarily united 
and associating others which are habitually 
separate, was linked with the first creative 
impulses of man. He wrote: “ When man 
wanted to imitate the movement of walking, 
he created the wheel, which bears no resem- 
blance to legs. He was thus a surrealist 
rvithout being aware of it.” Appolinaire, 
who was an erudite poet, was apprehensive of 
the surge of poetical tumult. But he too could 
not long resist the vengeance of traditional 
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lyncal cmobon Some of his best lines ore 
m the * Alcools, such as — 

A famfly is carrying a red eider-down as 
you carry your heart 

This eider-down and our dreams are alihe 
unreal 

Some oF theae emigrants live here 
1 have oFten seen them takmg the air oF an 
eveaing m the street 

And hut rarely changing their places lilce 
unto chess figures 

At Other moments, when he is unconsaous 
of his r6le of a leader of a literary movement, 
he can write a line like 

O fil* O man fiU, plus b!anc go on /ys, 

words which cling to the mind for their 
haunting music Among his foDowers, many 
of whom wnte m French, but are usually of 
Jewish extraction hke hnnsclf the most 
imaginative is Andr6 Salmon Beginnmg his 
career with such verses os 

Then Feeling ashamed really 
Of being so lyncal 
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We offered a cup of white wine 

To the melancholic sweeper 

he has written real poetry in some passages 
of Prikaz No 10 (Russian : Decree No. 10) 
devoted to the bolshevik revolution. 

O how one should love one ^another on a 
raft which founders 

How one should hate for being nothing 
but man ! 

Of the brotherly gestures God alone will 
count the number. 

Of the accomplished crimes God alone 
will make the sum. 

German expressionism came as a correc- 
tive to the tendency of surrealism to place 
sometimes the emotion on a personal plane. 
It IS nearer to its parent futurism, especially 
in its acceptance of dynamism, physical 
transcendentness and the idolatry of modern 
things In practice it took the form of a 
“ vigorous exteriorisation of intuitive images ” 
in forceful expression. It is a literary move- 
ment, which might be said to be based on 
blood and nerves, and therefore its measure. 
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both m verse and prose, is often apt to adopt 
the rhythm of the goose-step For this 
reason the movement became connected wth 
that exaggerated sense for order and diaa 
plme, which m prc War Germany had tahen 
on the form of militarism, and, m our days, 
of the Youth Movement At less insolent 
moments when to justify and strenghten the 
movement, attempts were made to link it to 
the past, a sore temptabon with most theorists 
who were used to preach its mdepcndence and 
immediacy, the names of Goethe, Holderlein 
Nietzsche Dostoievsky and particularly of 
Walt Whitman were aled as the first great 
masters of vigorous expression Besides the 
aim of the movement being a sort of crude 
objectivism, it fostered a coUectmst outlook, 
which especially became popular because of 
the soviet model near by But the habit of 
collective action and thinking had been m 
reality engendered by the experience of 
compamonahip m arms an observation which 
would make the theorists of the movement 
nse up m horror Franz Wcrfel the most 
powerful wnter amongst them, had previously 
written a book m 1913, where he had foreseen 

31 
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the coming trend towards collectivism, 
entitled Wir Sind, emphasising the dissever- 
ance of the ego from the raptures of group 
sensations. The path for this had already 
been laid by the French school of un- 
animists, under the leadership of Jules 
Remain, who in his poems and his remark- 
able novel La Mort de Quelqtiun had laid 
bare the group reactions of highly personal 
individuals to one of the most familiar of 
social events. The soviet experiment was 
respected for what it promised rather than for 
what It actually achieved. The necessity of 
the liberty of the individual almost heightened 
to an anarchical intensity within the group 
was a much greater moral need of theirs after 
the experiences of the War and the old regime 
than their snobbish adhesion to a purely 
collectivist system which smashes the indivi- 
dual. The creative leaven to their works was 
supplied by Gide’s ideal of an existence of 
pathos as opposed to tranquillity. The hero 
of the new world is man, the victim of 
bourgeois high-handedness, a conception 
which loomed in the minds of these writers as 
a vague windmill against which they were 
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called upon to tilt Their works are full of 
abuse of the old system, a favounte pastime 
of theirs, improvisations on soviet slogans 
without really m spmt owing allegiance to 
any definite pirogramme of social reconstruc 
tion Already m 1916 some of the older 
\vnlcr8 like Heinnch Mann and Rudolf Kayser 
had cried for * a dynamic literature, which 
would be a part of public life, become a 
source of action and prepare the people for 
autonomy As we hove noticed, the chief 
theme \va8 now to be the experiences and 
revolt of man m society against soaal dis> 
oplme and against the objectivity of the 
bourgeois legal system Thus, we find a 
number of brutal pubhcabons depicting the 
murder of fathers by sons and of teachers by 
pupils To explain the psychological motive for 
these crimes, they would advance the Freudian 
doctnne of repression iWcrfcl goes to the 
extent of collmg his novel Not the Murderer^ 
the Murdered is Guilty George Kaiser, most 
facile of difficult wnters, known for hia 
* dramas of shock, m abrupt sentences, 
remmding one of marching orders or of 
busmess conversations on the telephone, 
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describes, in his trilogy Gas, the different 
aspects of production and its organisation in 
regard to the individual. In his best known 
play, Vom Moigen his Mitternacht, he depicts 
the different states of the mind during twenty- 
four hours of a cashier, who had robbed his 
bank of money, indulging in an almost 
Proustian extravagance of analysis but in such 
a deliberately ill-conceived style. Sociological 
themes, such as the waywardness of justice, 
marriage, liberty, free love, revolts, destruc- 
tion of the foundations of the family etc are 
almost exclusively dealt with m a modernist 
cinematographic manner by Kafka, Leonhard 
Franck, Werfel, Bronnen, Hasenclever and a 
host of less important authors. The theme is 
revealed and developed with the help of an 
unprofessional but cocksure application of 
psycho-analysis 

Vaguely believing that Marx had supplied 
the best economic solution and Freud the only 
possible explanation of moral problems, these 
German writers have produced no one of 
the stature and significance of Hauptmann, 
who had also dealt with subjects similar to 
theirs, only with less insistence and more 
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incision Perplexed m the midst of their 
expenmenlabons and often surfeited with 
then soaological themes they turn their hand 
to any kmd of hterary trade chiefly to 
biographies and to improNcments on the 
classics Thus in the manner of Cocteau, 
one of the shrewdest of French literary snobs 
who IS so confident that he has improved 
Antigone by introducing mto it a modem 
mterest they also are ^e^vntlng some of the 
finest pieces of anaent literature m response to 
the needs of a non-existent schematically con 
ceived modem reader 

In the midst of the pohtical, aiUsbc and 
psychological chaos with which the Germans 
have beset themselves it became a necessity 
for them to discover an ideal to which th^ 
could hitch on therr hterary wagon This was 
supphed by cheincc by Count Coudenhoff, a 
young Austrian nobleman of good mtenbons 
who preaches the idea of Pan Europa patendy 
influenced by Bnand This ideal was of 
special attracbon to those Gennana, who had 
been made uneasy by the prophecy of 
the downfall and disappearance of European 
culture by Spengler m his pscudo-phflosophical 
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compendium, Die Untergang des Ahendlandes. 
Moreover, as the pre-war nationalistic trend 
in Germany had educated them to concentrate 
on the special cultural mission of their country, 
they felt a thrill of delight at the newly- 
acquired sensation of international solidarity. 
With characteristic superabundance of physical 
energy, Germsin writers in their shoals rashly 
began visiting Paris, which they generously 
admitted, after the lessons of the war, to be 
the citadel of europeamsm Such Frenchmen 
as belong to pacifist organisations in their 
turn ceremoniously but in much smaller 
numbers returned the visit Hero-worship 
swirled round the warriors of peace, such as, 
Romain Rolland^ Georges Duhamel, Jules 
Romains, Thomas Mann, Croce, Maxim 
Gorki and others who were otherwise alien to 
them both artistically and psychologically. 
In an uncontrolled gush of optimism Leonhard 
Franck wrote a book Der Mensch ist gut 
Fritz von Unruh, an jsx-officer of the Prussian 
army, with a great deal of unrestramed 
exaltation took upon himself the task of 
embodying the idea of europeamsm, of which he 
considered himself to be the first propounder, 
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m unreadable novels and extremely dull plays 
In their love of Europe where until then they 
had been treated with respect but suspiaon, 
they ^vcre too anxious to deny their attachment 
to the East, which had been the historical 
land of their Romantic yearnings Collectively 
they would reach out ihenr hand to clasp the 
hand of Meissia, >vho has trenchantly defended 
the Ocadent agamst the Orient were they 
not sure that the latter the most active spmt 
of Catholic revivalism m France %vould turn 
his back on them for their atheism Their 
mystic communion ^vlth the idea of european 
ism was often rudely disturbed by the 
outbursts of those robust French nationalists, 
such as Daudet and Maurras, whose ears still 
retained the impassioned accents of Maunce 
Barr^ In certain miLeus, however, they 
raised on echo of sympathy and even of 
admiration more for the content of their 
unquiet thoughts than for their formal quahbes, 
especially m the cosmopolitan literary groups 
headed by Gide comprismg slolful ^^Tlter 8 of 
best-aellera composed over the week-end, such 
as, Mauroia Paul Morand Pierre Mille, as 
well 08 among the bellicose Jewish Eklmond 
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Fleg, Kessel, Jean-Richard Bloch and 
others. 

The reason for the admiration of the 
last-mentioned group for contemporary 
German literature and of the restraint shown 
towards it by French Catholic revivalists, 
who count among them some remarkable 
men of letters, are partly due to the fact that on 
the German side many of the most important 
men are of Semitic origin To some sceptics 
the attitude of the Jewish group seems not so 
much intellectual as ethnical international 
co-operation. To make a digression, a signifi- 
cant factor of the European literature of to-day 
is the nse and development of a vigorous neo- 
jewish school, which is not only not ashamed 
of its origin but is aggressively proud of it 
Because of their independence from territorial 
patriotism, even in instances where they have 
been assimilated, the Jews have been more 
enthusiastic adherents of cosmopolitan and 
international movements than others. Their 
names fill the list of the internationalist and 
pacifist literature of to-day. What is more, 
free as they are from an organic sense of 
European traditions, it has been easier for 
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ttcm to accept ond apply the axioms of the 
new revolutionary creeds such as of fuhmsm 
and expressionism In the midst of the hue 
and cry which they raise roimd the word 
Europe one is a little disturbed to hear a 
pipmg but insistent voice “ Let us all gather 
to save Europe though some of us may be 
only recent beneficianes of her culture but 
hands oS Zion , that is none of your a^r 
Whilst m the day they chant paeans to the 
spmts of mtemational sohdanty m the temples 
of Geneva or Moscow at night some of them 
have been seen shaking under the dark 
porches of synagogues to pray maudibly to the 
God of Vengeance and Righteousness In 
France some of the best known Lterary names 
to-day are those of Je%vs this is obviously 
even more true of Germany, Austria, Czecho- 
slovakia and Soviet Russia 

Beside the soaological and the pan-euro- 
pean themes there exists a tendency to wnte 
biographies This is chiefly due to commercial 
considerations of which the writers of present 
day Europe, with its economic cnsia and the 
resultant shifting of social classes, show a 
remarkable understanding TTiey Lave cleverly 
32 
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divined the need of the public for an immediate 
and speedy contact with the subject of the books 
they read and so have begun writing the lives 
of great men who, m these days of disintegra- 
tion of moral ideals, represent integral types. 
Besides best-sellers, such as, Emil Ludwig with 
his lives of Goethe, Napoleon, Jesus Christ 
etc , and Andrij Maurois, author of the lives of 
Shelle}^ Disraeli and others, there exists to-day 
a large literature of what the French call la vie 
romancSe (imaginatively interpreted biogra- 
phies) inspired by the sensational success of 
Lytton Strachey Another branch of litera- 
ture, with which the book market is flooded, is 
war memoirs A sort of morbid interest 
mingled with pity for the experiences of that 
great tragedy lived by actual combatants is the 
secret of their appeal By an inexplicable 
chance Ramarque’s All Quiet on the Western 
Front has had the greatest success in this kind 
of literature, though it never rises to the 
fervency of Roland Dorgeles’ La Cioix de Bois 
nor to the pathetic poignancy of the Letteis 
addressed to their homes by the German stu- 
dents, who fell during the War Henri Bar- 
busse, who originated this subject in Le Feu, 
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preaclung for tKe fii«t time m Lis novel the 
necessity of a reconsideration of moral values. 
18 too engrossed with Lis position of a com 
mumst grandee, mtent on mtcrpretmg tLe new 
Llerature of a country, of wLose language Le 
IS totally Ignorant, to find time for essays m 
aeahve Ltcrature in any senous wntmg of Lis 
own 

A fc^v remarks must be devoted to tLe 
CatLoLc reaction agamst all tLe mass of free' 
tLinlong wLich Les at tLe basis of tLe mter 
nabonaLst Lterature of tonlay For some reli 
gious minded wnters the ezpenences of the 
War have spelt the return to the folds of the 
CatLoLc Church, from which they Lad stray 
ed The same longmg for order and disci 
plme that we Lave been observing, the same 
disiDusionement wtL the culture of the past and 
a keen empirical realisation of the futiLty of 
human activities Lave led them to seek refuge 
m an organisation the temporal character of 
which IS sanctioned by God Paul Claudel 
whose play L Annonce faUe d Marie is one of 
the greatest religious drama of any tune, had 
already m pathetic prose expressed this yearn 
mg before the War But the real precursor 
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of the Catholic writers of lo-day is Charles 
Peguy, who was killed during the War and 
who identified the tension of Catholic mysti- 
cism with that of nationalism In France this 
movement has produced a remarkable novelist, 
Georges Bernanoes, author of Sous le soleil 
de Satan t who in the depth of introspection 
and brilliance of religious analysis, lightened 
by a deep Christian pity, at moments almost 
touches the level of Dostoievsky Both he and 
Francois Maunac must be counted as among 
the best novel-writers of to-day But, of 
course, the greatest literary figure of the move- 
ment, not excluding Claudel, is the Florentine 
Giovanni Papim, who passmg along the paths 
of impressionism and then of mild futurism 
has reverted to the great position he occupied 
before the War with his Dostoievskian diaiy, 
Un Uomo Fimto, by writing the Life of Christ, 
pathetic m its simplicity of faith and rich 
with the fervour born of religious peace. 

Another corrective calculated to appease 
the turmoi of the spirit among the express- 
ionists is dadaism, a remedy as violent as the 
disease it sets forth to cure Aragon, a 
Frenchman of foreign extraction, formulated 
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the new doctrine which he derived from 
Arthur Rimbaud s phrase * I have come to 
consider as sacred the disorder of my spint 
From the shghtly older movements Aragon 
has retamed thar dynamism and their passion 
for soaological themes He himself is a fero- 
aous partisan of the coDectivist theory and is 
known more m Europe for organised srandnlfl 
m theatres and caf^ than for his wntmgs He 
justifies his combativeness by mventmg a 
theory that a blow accurately apphed to an 
opponent has all the content and literary 
cjuahty of a vigorous poem In theory, 
dadaism stands for a more mtense expre ss ion 
for a more bizarre association of wholly 
distinct elements thnn has hitherto existed m 
any attempts at the renovation of literature or 
the graphic arts In advocating contentless 
simphaty it desires to arrive at a new form 
of barbaric classicism, which neither its ad- 
mirers for it has few disaples nor its detrac- 
tors have yet seen realised m the works of 
dadaist wnters They supplement Rimbaud s 
random utterance with another more definite 
saying of Paul Val6ry s who dec l a r ed that 
** the human spirit seems to me to be so 
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formed that whatever it does it cannot be inco- 
herent •with relation to itself ’ ’ Here was a 
pontifical sanction to all kinds of logical and 
psychological licence, for that extreme disso- 
lution of all moral responsibility which made 
Ivan Karamazoff topple into insanity, because, 
as m Dostoievsky’s memorable refrain, every- 
thing was permissible It seems cruel that 
Valery of all people should have been •victi- 
mised by such an extravagant interpretation of 
his thoughts. In relation to the dadaists 
he IS like that barbarous heroine who 
peopled her bed with a monstrous brood 
born of her own blood. The dadaists 
claim him as their parent whilst he insist- 
ently denies any contribution towards their 
paternity. This habit of adopting blood 
cognates m order to swell the numbers of 
people likely to be affected by their theories, 
IS a common trick with them They claim, 
for their own, many who do not wish to be 
associated with them They have thus 
violently assimilated to themselves such 
divergent figures as Henri de Montherlant, 
the bard of physical exercises, a writer of the 
type produced during the late Renaissance, 
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for tis famous pacifist phrase “ Let ua push 
the idea of peace to the mtensity of war, 
and the soviet futurist Mayakovsky m his 
best manner a master of vigorous words 
which fall with the clang of the hammer, for 
his weak poem of impressions 

To the nght of me Boulevard Montpamane 

To the left of me Boulevard Raspail etc. 

They seem mtensely moved by the geo- 
graphical direction given by these verses to 
two rather well known thoroughfares of Pans, 
which do not gam m significance by having 
been recorded by Mayakovsky In the same 
^vay they claim the vorticist gang m England 
as their own possibly with the approval of 
the latter, because they too are anxious to 
establish af&liabons on the Continent They 
admire Eliot for his Valerian phrase * Pure 
hterature is a chunera of sensation emd cannot 
be isolated from its non Ltcrary sources and 
Osbert Sitwell the nmumng member of the 
Sitwell trmity for these sarcastic verses 

When Koltchak Murders and Mutilatea 
Hia Enenues 
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It IS justice pure and simple ; 

Whereas we all know 
TTiat the Bolsheviks 

Commit atrocities 

They are impressed when D. H Lawrence 
clothes his social pathos m the following 
opening lines of his poem The British Workr 
man and the GoVei nment : 

Hold my hand. Auntie, Auntie, 

Auntie, hold my hand, 

I feel I am going to be naughty. Auntie, 
And you don’t seem to understand * 

Among all the names that they have force- 
fully enlisted in their ranks they include the 
fierce band of modernists of Italy, grouped 


* These extracts are taken from speeches defining dadaism 
at a meeting m a Montparnasse caf4 where the leading theorists 
of the rnovement came armed with clubs and belaboured not 
only their opponents but a chance public gathered to enjoy the 
cool of the evening It ended with broken heads and a police 
report This document was claimed to be a perfect example of 
a ‘ literary’ contribution in the dadaist sense It was also taken 
to be an instance of pure collectivist creation, since it had 
emerged from the sudden and violent contact of the masses with 
governmental authonty 
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round the journal 900, ns well as the classical 
reaction against it by the Ronda of which the 
leader is an exquisite poet, Cardarclli To a 
student of literature it is indeed difficult to 
cluadate the common traits between such 
different %vnter3 The official theorists of 
dadaism too are sometimes m their rare 
moments of honest avowal no less nonplussed 
However, regaimng their self assurance they 
startle us with the saying that the purest 
dadaist is the stammerer^ who painfully 
utters each ^voTd They claim that the sound 
that precedes the final enunoabon is more full 
of artistic import than the word itself In fact, 
the name Dada they have given to then move 
ment is an onomatopoeic form of this vocal 
exertion Impudently parodying Valery s 
theory of the impossibility of mcoherence m 
the human mmd they mamtain the existence 
of meaning in all human sound however 
incomplete it may be 

No survey of the European Lterature of 
to-day however bnef and disjomted should 
fail to take notice of what may be called the 
official htcrature that is bemg produced m 
Italy and Soviet Russia In Italy the stamp 

33 
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of officialism is not so apparent because it has 
never been clearly formulated , nevertheless! to 
any observer it is obvious that all the literary 
groups there have set themselves the task of 
justifying and helping forward the Fascist 
revolution. The first steps in the recon- 
struction of' life along a programme of 
nationalistic mysticism derived from the 
prestige of Rome and the Catholic Church, in- 
spite of the disgust that modern Italians 
pretend to feel for old ruins and historical 
survivals, needed a literary support, which 
the modernists supplied by too naive a joy at 
the most childish of scientific discoveries. 
But as now politically the tendency of Fascism 
is towards a more conservative attitude with 
regard to revolutions^ the wild boisterousness 
of the 900 has been cowed down by the cold 
gaze of Mussolmi, who has suffered them to 
play long enough but now desires them to 
put on clean clothes and arrange their unkempt 
hair In Soviet Russia with that stern logic 
and fanaticism which have characterised the 
bolsheviks, the literary ideal is dictated by the 
government The creative spirit is assimila- 
ted to those other activities of man which are 
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forced to ^^ork for the state, ond u regarded 
in the same \s*ny as any other instrument of 
production G)llcctui5m is laid doism for 
men of letters as their only theme One is at 
once struct by the contrast between the dilct 
Innlism of German expressionists who long for 
mtcmnttonnl solidant> and soanl reconstruction 
^shllc helping themscKcs to copious draughts 
of beer at Munich cafes and the gnmness and 
determination wlh which these subjects arc 
thrust upon authors for literary exploitation by 
the soviet dictators However, the splendid 
literary traditions of Russia arc loo deeply 
ingrained in the consaousness of the > Tilers 
for them to obediently carry out oil at once what 
is technically called the lolsfo/n/ ^a(az (the 
soanl command) During the period imme- 
diately following the Rc\olution hiernlurewas 
free and we owe to this fact the remarkable 
lyncal fervency of Biol , who died of hunger 
and the ecstatic cxotiasm of Gumilicv who 
was shot It js true that futunsm, as the 
ofHoal creed of artistic expression was adopted 
by the government from the very beginning 
but dunng the avil war c\cn the ElducoUon 
Mmistcr, Lunacharsky, a feeble dramatist and 
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a vainglorious politician, had not the time to 
lay hands upon literature. At this date 
Essenme, an exquisitely melodious poet, who 
derived his literary genealogy from Pushkin, 
was accepted, because of the peasant subject 
of his verses, his peasant extraction and the 
freshness of his pastoral images, as the typical 
poet of the Revolution. But with the consoli- 
dation of soviet power more attention began 
to be paid to the intellectuals, and the birth 
of a new culture, under the name of pro- 
letarian culture, was announced m theses 
formulated by some of the art theorists of the 
communist party At first the definition of 
proletarian culture was so vague that any 
writer of proletariat extraction was claimed as 
furthering its cause. The vacillation of 
Lunacharsky between intellectual aestheticism 
and the policy of a new cultural renova- 
tion of society, which inspite of his numerous 
pamphlets and speeches he was too 

familiar with the old culture seriously to 
take to heart, brought about his fall 
and his substitution by Bubneff, a man 
who till now had distinguished himself 
only as a recruiting officer in the Red 
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Army * The social command at once 
changed the face of Russian hterature inas- 
much as It gave a direction and stabihty to 
those authors who were hesitatingly trying to 
divme the taste of the new rulers There 
were to be no more works of art which did 
not help to carry forth the socialistic doctnnea 
of the communists Propaganda was to be 
the function of pamting, poetry and novels 
The hterary tendency was to be " anti roman 
tic and anti imaginative The chief merit m 
a work of art should he m the accurate 
descripbon of social and even physiological 
facts All the writing was to be as exact a 
picture as possible of soviet life but with no 
disturbing criticism A mild humorous note 
might be mtroduced, as is permitted to 
Zoshchcnkoi whose orthodoxy and doctrinal 
punty IS for the present above suspiaon, 
but only m relation to those defioenaes 
which are superficial execrescences and 
may be easily rectified The implication 
m every work was to be definite and clear, 
namely that capitalism contained all that 
was evil and that socialism m its bol 
ahevik mterpretation was the only panacea 
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for mankind. Intellectuals who wrote were 
organised on the same prmciples as members 
of other trade unions and sent out in brigades 
to study the lives of workmen in factories and 
of peasants in collective farms and cotton 
fields. It must be said to the credit of the 
soviet authors, such as Pilniak, Babel, Fedin, 
Romanoff and others, that they have been 
found capable of resurrecting that poignancy 
and intensity of pathos, to which we have been 
accustomed m stories of love conflicts, with 
regard to famine relief, the civil war and 
sericulture. Here we are face to face with 
the phenomenon of the mdomitable artistic 
instinct breaking through the yoke of set 
themes and methods. E,ssemne could not 
bear to have the road so brutally closed on all 
sides but one, and probably this is the 
clue to his unmtelligible suicide In Russian 
literature to-day it is not the best that survive 
but those who have the most sustainmg 
power, not those who have the most sensitive 
nerves but the toughest hide. We can- 
not however deny the force and volume 
of the soviet output, although we might 
be distressed by the monotony of treatment 
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and the mufonnity of direction along which 
the literary energy of one of the moat artisti 
cally endowed people of the world is ordered 
to flow 
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responsible for its artistic worth. The actor’s 
art; shorn of individual contribution, would 
naturally tend towards conventional postures 
and gestures. The emotional content would 
be eliminated as far as possible. An icono- 
graphy of gestures would grow up, as is 
evidenced by the numerous treatises amongst 
us on the mudras or the posturing of hands 
in different ways to express varjdng emotional 
states. Devoid of a representational back- 
ground, the plastic nature of the actor’s art 
would be emphasised, bringing it very near 
to the dance. The spectators would be 
in the know of these conventions, otherwise 
the representation would lack entertainment, 
a factor which in the last analysis is the 
justification of all works of art. A highly 
stylised theatrical form would come into 
being created by producers imbued with the 
spirit of theatrical traditions It is significant 
that the Sanskrit name for the stage-director 
is the suti adhat , the man who holds in his 
hands the threads, allying our classical art 
with its origin, the marionette shows. 

The Greek theatre, on the other hand, 
grew out of the Dionysian orgies, from scenes 
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of wild and unloosened passions, from nolous 
struggles culmmahng m InumpKs hs mam 
theme naturally \N'as conilict the conflict of 
man with fate, a challenge to the inevitability 
of soaal values This is the fundamental 
trait, too, of Luropean theatres since the 
Renaissance, from which penod the unique 
pre-occupation of European art has been the 
emotional crises m the lives of men The 
theatre of course like all other forms of art, 
IS a sociological phenomenon end reflects 
social ideals In India, where, on a bud s 
eye vic\s of our culture, one will find an 
attempt to plan out soaal existence without 
risks, the element of conflict is cbminaled 
as far as the nature of the human temperament 
would permit for the sake of social harmony 
Our aim has been to achieve pence by making 
It impossible for conflicts to anse whereas that 
of European culture, denved as it is from the 
Greeks, is of attaining pence by overpowenng 
conflicts I would beg you to pause and 
think on this extremely significant dislmction 
for here is the key to the interpretation of not 
only our contrasting art but all the other 
cultural forms The Indian drama, ihus^ 



